








































guitar	 by	 nine	 New	 Zealand	 composers.	 It	 examines	 the	 drivers	 that	 shaped	 the	
development	 of	New	Zealand	 guitar	music,	 the	 factors	 that	 led	 to	 the	 creation	 of	 key	
compositions	and	the	role	performers	have	played	through	collaboration	with	composers	





have	 played	 in	 shaping	 the	 nature,	 scope	 and	 scale	 of	 the	 repertoire	written	 through	
collaboration	with	composers;	the	importance	of	the	influence	of	the	first	New	Zealand-
born	or	resident	guitarists	who	laid	the	foundation	for	the	next	generation	of	performers,	
particularly	 for	 the	 author;	 and	 the	 development	 of	 those	 early	 initiatives	 that	 has	
resulted	 in	a	substantial	and	 internationally	 recognised	repertoire	 in	 the	21st	 century,	


















To	 the	wonderful	 artists	 and	musicians	who	performed	with	me	and	made	me	 sound	
good:	 Joanna	Heslop,	 Dr.	 Carol	 Hohauser,	 Tessa	 Petersen,	 Dr.	 Heleen	 du	 Plessis,	 Tina	
Regtien,	Sir	Jon	Trimmer	–	thank	you	so	much.	
	














significant	 information,	 documentation,	 correspondence	 and	 providing	 other	 leads	 to	























































































































































































York	 Guitar	 Seminar	 at	Mannes	 Festival.	 The	 programme	 for	 this	 performance	 can	 be	

















written	 by	 New	 Zealand	 guitarist-composers	 (the	 outputs	 from	 a	 national	 guitar	
composition	 competition)	 and	 published	 by	 the	 New	 Zealand	 Federation	 of	 Classical	




techniques	 and	 sounds.	 The	 Federation	 Committee	 felt	 that	 by	 publishing	
these	Competition	pieces	 they	would	encourage	 the	composers	 to	continue	
their	efforts,	and	entice	others	to	join	them	(Turner,	1977).	
	






many	 are	 inspired	 to	 write	 for	 their	 instrument.	 Unfortunately,	 however,	
opportunities	 for	their	compositions	to	be	published	and	widely	played	are	





1	 Founded	 in	 1976,	 incorporated	 in	 1979	 and	 until	 it	 ceased	 operations	 in	 1998,	 the	 New	 Zealand	







In	 making	 these	 comments,	 John	 Turner	 was	 echoing	 the	 ambitions,	 intentions	 and	
pathways	 already	 taken	 by	many	 notable	 guitarists	 of	 the	 twentieth	 century,	 such	 as	





The	 difference	 however,	 is	 that	 Turner’s	 words	 were	 spoken	 in	 the	 context	 of	 New	
Zealand	and	were	a	reflection	of	the	nascent	classical	guitar	scene	in	the	1970s	and	1980s	
compared	 with	 Europe	 and	 North	 and	 South	 America	 where	 the	 guitar	 was	 well	
established	 and	 had	 a	 long	 tradition.	 However,	 it	was	 also	 an	 acknowledgement	 that	





mid-1980s,	 I	 had	 the	 opportunity	 of	working	with	many	 of	New	 Zealand's	
players,	teachers	and	indeed	composers.		It	was	at	that	time	a	smallish	guitar	
scene,	but	with	very	active	societies	 in	several	 centres	around	 the	country,	
encouraging	 the	 playing	 of	 the	 instrument.	 Although	 the	 great	 Spanish	
maestro	 Andrés	 Segovia	 had	 performed	 there	 in	 1964,	 recitals	 by	
international	artists	were	still	somewhat	infrequent,	but	it	was	obvious	that	
here	 was	 a	 nucleus	 of	 dedicated	 and	 passionate	 individuals	 who	 were	











to	 be	 published	 in	 New	 Zealand	 carrying	 an	 underlying	 message	 encapsulating	 the	









This	 music	 encompassed	 a	 large	 range	 of	 styles,	 written	 with	 belief	 and	
professionalism,	through	which	emerged	a	new,	fresh	and	highly	distinctive	
New	 Zealand	 guitar	 repertoire	 unfettered	 by	 the	 shackles	 of	 European	
tradition,	leading	to	a	distinctive	compositional	identity	(ibid.).	
	
While	 the	 works	 in	 the	 NZFCGS	 volumes	 were	 written	 by	 professional	 or	 semi-
professional	performers	(guitarists)	who	were	also	part	time	or	amateur	composers,	the	
publication	 of	 these	 collections	 was	 recognition	 that	 a	 high	 enough	 standard	 was	







composition	 for	 classical	 guitar	 in	 New	 Zealand	 and,	 using	 my	 own	 experiences,	
observations	 and	 collaborations	 with	 composers,	 attempt	 to	 establish	 how	 this	 has	
shaped	the	trajectory	of	composition	for	the	instrument	in	New	Zealand	as	the	basis	for	






























both	 refer	 to	 the	 modern	 six-string	 guitar	 (strung	 with	 nylon,	 polymer	 or	 carbon	
composite	strings)	on	which	“classical”	or	art	music	is	performed.3	The	construction	of	a	














range	 of	 repertoire,	 particularly	 arrangements	 of	 orchestral	 and	 keyboard	 works.	 According	 to	





The	 inclusion	 of	 only	 composers	 who	 are	 represented	 by	 SOUNZ	 is	 to	 enable	 the	



















separate	 performance	 occasions	 are	 listed	 and	 at	 least	 one	 of	 them	 was	
independent	of	your	involvement.	If	your	work	is	non-scored	(e.g.,	improvised,	




























Arrangements	 and	 transcriptions	 of	 music	 have	 always	 been	 a	 staple	 for	 guitar	
performers,	in	part	because	of	a	lack	of	repertoire	written	specifically	for	the	instrument,	
but	also	due	to	the	attractiveness	of	arrangements	and	a	desire	to	include	works	of	other	


































The	 year	 1989	 is	 used	 as	 an	 end-point	 for	 the	 historical	 aspects	 as	 that	 is	 the	 year	 I	
























Zealand	 Music	 (1991);	 Douglas	 Lilburn’s	Memories	 of	 Early	 Years	 and	 Other	Writings	
edited	by	Robert	Hoskins	(2014);	Searches	 for	Tradition	edited	by	Michael	Brown	and	
Samantha	 Owens	 (2017);	 Douglas	 Lilburn’s	 A	 Search	 for	 Tradition	 &	 A	 Search	 for	 a	
Language	(2011);	and	Talking	Music	edited	by	Sarah	Shieff	(2002).	Importantly,	Philip	













a	 biography,	 the	 book	 contains	 significant	 sections	 documenting	 Julian	 Bream’s	
interactions	with	leading	composers	such	as	Benjamin	Britten,	Hans	Werner	Henze,	Peter	
Maxwell	Davies,	Richard	Rodney	Bennett,	William	Walton	and	others.	It	provides	insight	
into	 the	relationships	 that	Bream	developed	with	 these	composers,	 the	circumstances	
that	led	to	them	writing	music	for	him	and	it	details	the	way	that	Bream	worked	with	
them	to	realise	their	compositions	on	the	concert	platform.	It	provides	useful	parallels,	




attempts	 to	 detail	 Australian	 guitarist	 John	 Williams’s	 interactions	 with	 certain	
composers	 in	Australia	 and	Europe.	Unfortunately	however,	 it	doesn’t	 go	 to	 the	 same	
depth	as	Palmer’s	book	and	therefore	was	of	limited	use	outside	of	providing	additional	
international	 context	and	a	 somewhat	perfunctory	sketch	of	Williams’s	approaches	 to	
composition,	collaboration	and	commissioning	activities.		
	







the	 efforts	 of	 Segovia,	 thus	 heralding	 a	 change	 in	 direction	 in	 composition	 for	 the	
instrument.	There	are	useful	parallels	to	be	made	here	with	the	development	of	guitar	










particular	 value	 for	 this	 study	 are	 the	 descriptions	 of	 Segovia’s	 interactions	 with	
composers	 and	 the	 circumstances	 surrounding	 the	writing	of	many	of	 the	works	 that	
have	since	become	standard	repertoire	for	the	instrument.		
	
The	Miguel	Alcazar-edited	book	The	 Segovia-Ponce	Letters	 (1989)	provides	 important	



























archive	 contains	 touring	 schedules,	 background	 information	 regarding	 the	
commissioning	 of	 music	 (particularly	 Cree	 Brown’s	 piece),	 performance	 venues	 and	
dates	 and	 other	 correspondence	 between	 the	 artists	 and	 the	 organisation.	 This	 has	
	 14	
proven	 helpful	 in	 compiling	 an	 accurate	 chronology	 of	 events	 and	 information	 on	
premiere	performances	detailed	in	Appendix	B.		
	
A	 substantial	 amount	 of	 information	 consisting	 of	 concert	 programmes,	 newspaper	
clippings,	reviews,	and	personal	communications	is	sourced	from	the	author’s	personal	
collection.	 In	 addition,	 the	 archive	 of	 the	 New	 Zealand	 Federation	 of	 Classical	 Guitar	
Societies	(NZFCGS),	in	the	possession	of	the	author,		has	provided	a	significant	source	of	






















A	 number	 of	 unpublished	 honours,	 masters	 and	 doctoral	 theses	 provided	 important	
context	 particularly	 around	 the	 topic	 of	 composer/performer	 collaboration,	 historical	











his	 sudden	 turn	 to	 composition	by	admitting	 that	he	had	not	 even	 tried	 to	
write	a	note	of	music	by	the	age	of	thirty-five.	
	
While	 Feeley’s	 thesis	 provides	 some	 valuable	 commentary	 on	 Parker	 and	 some	 of	 his	
guitar	music,	it	can	be	surmised	that	Parker	did	not	directly	associate	or	connect	his	music	







during	 his	 student	 days	 in	 France,	 Parker’s	 idea	 and	 vision	 of	 Spain	 is	
somewhat	idealized	and	romanticized…	He	incorporates	his	ideal	scene	and	

















context	 and	 background,	 as	 well	 as	 detailed	 discussion	 on	 composer/performer	
collaborative	processes,	but	did	not	directly	address	the	central	focus	of	this	study.	Such	
theses	include	Zubin	Kanga’s	Inside	the	Collaborative	Process:	Realising	New	Works	for	Solo	


























the	 instrument	 and	 key	 organisations	 and	 personalities	 in	 Australia,	 Ellis	 provides	
important	 context	 given	 the	 geographical	 proximity	 to	 New	 Zealand	 and	 because	 key	
people	 in	 the	 classical	 guitar	 scene	 frequently	 travelled	 between	 Australia	 and	 New	
Zealand	therefore	there	was	(and	still	is)	a	sharing	of	knowledge	between	guitarists	and	
	 18	
composers	 of	 both	 countries.	 In	 addition,	 Ellis’s	 study	 shed	 particular	 light	 on	 the	
activities	 and	 life	 of	 Spanish	 guitarist	 Antonio	 Losada	 (1938-2006)	who	 lived	 in	 both	
Australia	 and	 New	 Zealand	 at	 various	 times	 from	 1962	 until	 his	 death	 in	 Sydney.	 As	








relation	 to	 important	 international	 guitar	 festivals	 held	 in	Toronto	between	1975	 and	
1987.	
	






to	 Australia	 and	 New	 Zealand	 in	 February	 of	 that	 year.	 Duarte	 was	 invited	 by	 the	
















comment	 above	 about	 Farquhar	 would	 have	 been	 read	 widely	 around	 the	 world,	
particularly	 in	 UK	 and	 Europe.	 Being	 complimentary	 in	 nature	 it	 would	 have	 piqued	
interest	 in	 guitar	 music	 from	 New	 Zealand,	 particularly	 coming	 the	 same	 year	 that	
Farquhar’s	Five	Scenes	 for	guitar	was	published	by	Bèrben	Editions	 in	 Italy.	 It	 adds	 to	
evidence	of	Farquhar’s	growing	reputation	as	an	effective	composer	for	the	guitar.	
	









1939.	Duarte	 taught	 at	 the	 Spanish	Guitar	 Centre	 London	 and	was	 associated	with	 Len	Williams,	 John	
Williams,	 Julian	Bream	and	Segovia.	He	visited	New	Zealand	 twice	 to	 teach	at	workshops	and	 summer	
schools	in	1973	(Wellington)	and	1981	(Hawke’s	Bay).	
	 20	
On	 a	 similar	 topic	 to	 Duarte’s,	 but	 written	 eleven	 years	 later	 is	 an	 article	 by	 English	
guitarist	John	Mills	(b.	1947).	In	the	June	1984	issue	of	the	now	defunct,	UK-based	Guitar	
International	magazine,	Mills	gave	a	personal	account	of	the	classical	guitar	scene	in	New	








short	 stay	 in	 New	 Zealand	 through	 frequent	 nationwide	 tours	 and	 teaching	 a	 new	
generation	 of	 guitarists	 who	 were	 emerging	 in	 the	 country	 at	 that	 time.	 He	 was	 and	
remains	 very	 supportive	 of	 contemporary	 composition	 and	 while	 in	 New	 Zealand	 he	













many	of	whom	are	discussed	 in	more	detail	 in	 this	 study	and	 some	were	 interviewed	
specifically	for	it.	The	lack	of	discussion	on	composition	in	the	article	is	slightly	surprising	






Dynasty:	 A	 History	 of	 Fretted	 Instruments	 –	 the	 Players,	 Composers	 and	 Makers	 –	 in	
Australasia	 from	 1836	 to	 2012.	 	 It	 offers	 an	 illustrated	 account	 of	 the	 people	 and	





contribution	 to	 New	 Zealand	 guitar	 repertoire.	 Included	 in	 the	 book	 is	 the	 chapter	
Perspectives	in	New	Zealand	written	by	Wellington-based	guitarist	Owen	Moriarty	where	
an	attempt	 is	made	 to	outline	 a	 chronology	of	 various	events	 and	activities	 as	well	 as	
discussing	key	performers	in	New	Zealand.	However,	the	chapter	suffers	from	numerous	
errors	 of	 fact,	 inaccurate	 dates	 and	 unverified	 claims	 from	 anecdotal	 sources.	
Interestingly,	 and	 perhaps	 alluding	 to	 the	 possible	 inaccuracy	 of	 the	 information,	 the	
copyright	 page	 of	 the	 book	 contains	 the	 disclaimer	 “While	 the	 Editor	 has	made	 every	
effort	 to	provide	accurate	 information	and	 to	verify	 sources,	 the	Publisher	 specifically	
	
8	According	 to	databases	and	 lists	of	archives	of	 compositions,	Edwin	Carr	did	not	write	any	music	 for	





study	 other	 than	 to	 provide	 a	 catalyst	 for	 further	 investigation	 to	 verify	 sources	 and	
correct	 inaccuracies.	 It	 thus	 brings	 into	 question	 the	 reliability	 of	 the	 content	 of	 the	
















• Barker,	 J.	 (1993).	 The	 Dunedin	 Sinfonia	 conducted	 by	 William	 Southgate	 with	
Matthew	Marshall	(guitar).	Music	in	New	Zealand.	Spring,	1993,	p.	95.		







This	 article	 reviews	 the	 concert	 that	 featured	 the	 premiere	 performance	 of	 David	
Farquhar’s	Guitar	Concerto	in	Wellington	on	5	June	1993.	An	excerpt	of	Farquhar’s	hand-
written	 score	 is	 also	 included.	 The	 review	 is	 positive	 and	 offers	 a	 brief	 analysis	 and	
description	of	Farquhar’s	composition.	
	







This	 article	 reviews	 the	 concert	 which	 featured	 the	 premiere	 performance	 of	 John	
Ritchie’s	 Two’s	 Company	 for	 two	 guitars,	 harp	 and	 strings,	 performed	 by	 Matthew	













This	 is	 a	 review	 of	 the	 concert	 that	 featured	 the	 premiere	 performance	 of	 Anthony	






This	 review	 of	 the	 concert	 featuring	 the	 premiere	 performance	 of	 Anthony	 Ritchie’s	
Guitar	Concerto	is	much	more	positive,	insightful	and	comprehensive	than	Werner’s	and	






















study	was	primary	 in	nature	and	conducted	 through	extensive	 face-to-face	 interviews	






Participants	 were	 chosen	 from	 a	 wide	 range	 of	 professional	 guitar	 performers,	
composers	and	administrators,	as	well	as	amateur	guitarists,	current	and	former	classical	
guitar	society	officers	and	members,	teachers	and	other	notable	personalities	involved	







The	 twelve	 individuals	 were	 interviewed	 formally	 face-to-face	 with	 four	 of	 them	
contacted	 subsequently	 by	 phone	 or	 in	 person	 for	 follow-up	 questions	 and/or	
clarifications.	While	each	interview	was	allowed	to	evolve	in	different	ways	depending	
on	 the	 individual	 and	 their	 preferences	 and	 interests,	 a	 selection	 of	 fundamental	 and	
consistent	 questions	 was	 asked	 of	 each	 participant	 with	 a	 view	 to	 obtaining	 their	
recollections	and	understanding	of	composition	for	the	guitar	in	New	Zealand.	Eleven	of	
the	twelve	interviews	took	place	in	the	homes	of	the	participants	and	one	took	place	in	a	
hotel	 in	 Sydney,	 Australia.	 Depending	 on	 the	 depth	 of	 information	 available	 and	
willingness	of	the	individuals	each	interview	lasted	on	average	three	hours;	the	shortest	
being	90	minutes	 (Miles	 Jackson),	and	 the	 longest	approximately	seven	hours	 (Milton	
Parker).	All	interviews	were	audio	recorded	with	the	permission	of	the	participants	and	
relevant	content	transcribed	for	the	purpose	of	this	study.	The	results	of	the	interviews	
were	 edited	 for	 brevity	 and	 relevance	 and	 the	 content	 appears	 throughout	 the	
dissertation	to	illustrate	and	illuminate	the	evidence	and	arguments	made	in	the	study.	
In	 some	 places,	 the	 interviewees	 are	 quoted,	 in	 other	 places	 their	 contribution	 is	






libraries,	 personal	 collections	 of	 material,	 ephemera	 and	 formal	 and	 informal	
correspondence	 with	 key	 personnel.	 A	 considerable	 amount	 of	 this	 archive	 material	









The	 four	 recital	 programmes	 that	 formed	 the	 substantive	 component	 of	 this	 study	
consisted	of	the	performance	of	fifteen	compositions	for	the	guitar	by	nine	New	Zealand	
composers	spanning	the	period	1954	to	2017,	plus	one	New	Zealand-inspired	work	by	




of	which	were	 commissioned	 especially	 for	 the	 recitals.	 Three	other	works	were	 also	




USA	 through	 rehearsals	 with	 other	 chamber	 music	 performers	 and	 coaching	 from	
composers	 whose	 works	 were	 being	 performed.	 Due	 to	 the	 respective	 geographical	
locations	of	the	composers	and	the	author	(Australia	and	then	New	Zealand),	a	number	







and	 Philip	Norman	 (Christchurch).	 Some	 in-person	 coaching	 also	 took	 place	with	 the	


















guitar	 in	 New	 Zealand	 up	 to	 1950.	 It	 begins	 with	 an	 outline	 of	 the	 international	
environment	that	shaped	the	global	direction	of	composition	for	the	classical	guitar	and	
the	impact	it	had	on	the	early	development	of	the	guitar	in	New	Zealand.	It	examines	the	
























that	contributed	 to	a	significant	expansion	of	 repertoire	written	 for	 the	guitar	 in	New	
Zealand.	 This	 included	 the	 music	 of	 Farquhar	 reaching	 a	 wider	 audience	 due	 to	 his	














Chapter	 7	 provides	 an	 analysis	 of	 the	 four	 DMA	 recitals	 that	 formed	 the	 significant	



































écrite	pour	 ‘Le	Tombeau	de	Claude	Debussy’	 in	1920	(Wade,	1980).	 	Falla	 (1876-1946)	
wrote	 his	 short	 work	 in	 memory	 of	 Claude	 Debussy	 (1862-1918)	 for	 the	 Catalan	
guitarist/composer	and	disciple	of	Francisco	Tarrega,	Miguel	Llobet	(1878-1938).	It	was	






















(1895-1968)	 from	 Italy/USA,	 Poland’s	 Alexander	 Tansman	 (1897-1986)	 and	 Joaquin	
Rodrigo	(1901-1999)	of	Spain	–	all	non-guitarists	–	worked	extensively	with	Segovia	in	
helping	 him	 establish	 and	 build	 a	 substantial	 body	 of	 work	 for	 the	 instrument.	 The	





Spanish	 romantic/nationalistic	 style.	He	 is	well	 known	 to	have	 shunned	 the	works	 of	
many	composers	 that	he	considered	 too	radical	 for	 the	 time,	even	 if	 they	had	written	
works	 specifically	 for	 him	 (Frank	 Martin’s	 Quatre	 pièces	 brèves	 (1933)	 and	 Darius	
Milhaud’s	Ségoviana	(1957)	being	particular	examples).10	It	was,	in	fact	Julian	Bream	who	











10	 Due	 to	 Segovia’s	 conservatism,	 the	 guitar	missed	 out	 on	 having	music	written	 for	 it	 by	 some	of	 the	
















Tradition	 at	 the	Cambridge	Summer	Music	School	 in	New	Zealand.	 	Henry	Bream	was	
attempting	to	realise	a	vision	for	a	unique	“British	school	of	guitar	music”	(Button,	2006)	







































unlike	 Latin	 America,	 most	 early	 settlers	 were	 of	 British,	 Welsh,	 Scottish	 or	 Irish	
background	where	the	guitar	was	not	necessarily	part	of	their	cultures.	At	the	time	they	











connection	with	 the	British	musical	 traditions	 that	 followed	adds	 to	 the	notion	of	 the	




The	 first	mention	of	 the	guitar	 in	Australia	dates	 from	1835,	and	 like	New	Zealand,	 it	
made	its	way	there	via	British	settlers	(as	opposed	to,	perhaps	surprisingly,	coming	from	
	 37	





symbol	 “…of	 bourgeoisie	 life,	 and	 thus	 sought	 after	 by	many	middle-class	 Australian	
colonists”	(Ellis,	2000).		
	
The	 similar	 lack	 of	 mention	 of	 the	 guitar	 in	 key	 New	 Zealand	 historical	 texts	 and	
literature12,	along	with	frequent	references	to	the	piano	could	imply	that	the	evolution	of	
the	 guitar	 in	 colonial	 New	 Zealand	was	 similar	 to	 that	 in	 Australia.	 Immigrants	were	









Music,	 in	 the	main,	was	equated	with	entertainment.	The	concept	of	 concert	
music	 for	 art’s	 sake	 had	 yet	 to	 find	 full	 acceptance	 in	 a	 community	 that	
historically	had	looked	to	music	to	provide	relaxation,	rather	than	enrichment,	






















and	 many	 of	 their	 children	 also	 took	 up	 instrument	 making	 or	 were	 performers	 or	



















After	 retiring	 and	 closing	 the	 business	 in	 London,	 Panormo,	 at	 the	 age	 of	 75	 was	
persuaded	 by	 his	 sons	 Louis,	 Vincent	 and	 Charles	 (who	 were	 by	 this	 time	 living	 in	






















































































































































Between	 1900-1950	 the	 guitar	 along	 with	mandolin,	 ukulele	 and	 banjo	 became	well	
established	 in	New	Zealand’s	dance,	 jazz,	 show	and	 radio	bands	with	musicians	often	
playing	multiple	 instruments	and	out	of	necessity,	having	 to	be	extremely	versatile	 in	
terms	of	the	styles	of	music	they	played.	The	guitar	was	also	quickly	adopted	by	Māori	as	







































five	 years,	 Smith	 moved	 to	 Auckland	 to	 begin	 his	 career	 “…as	 the	 leading	 stringed-
instrument	 teacher	 in	 Auckland”	 (ibid.).	 He	 established	 and	 led	many	 jazz	 ensembles	
(Walter	Smith	Jazz	Band,	Aloha	Orchestra,	Nūhaka	Trio,	Smart	Set	Maori	Entertainers)	





















Smith	 also	 established	 the	 Aloha	Music	 School	 in	 the	 Lewis	 Eady	 Building	 on	 Queen	































mid-twentieth	 century	 included	 Gerry	 Hall,	 Jim	 Carter	 and	 George	 Attridge	 in	 the	
Wellington	area.	While	none	of	them	performed	classical	guitar	professionally,	they	were	
associated	with	classical	musicians	at	the	time	and	later	attended	meetings/soirées	with	









trade,	 but	 as	 a	 result	 of	 his	musical	 abilities	 he	was	 selected	 to	 perform	with	 the	 J.C.	
Williamson	Company	for	a	tour	of	Australia	and	New	Zealand.	Bent	was	a	close	friend	of	
both	 Hall	 and	 Attridge	 as	 well	 as	 with	 the	 composer/songwriter/reed	 player	 and	
	
19	Composed	by	Ruru	Karaitiana	in	1940,	Blue	Smoke	was	the	first	song	written	by	a	New	Zealander	to	be	
recorded	 and	manufactured	 in	 New	 Zealand	 –	 and	 released	 on	 the	 New	 Zealand	 record	 label	 TANZA.	
(Bourke,	2010)	
	 50	










by	Fernando	Sor	 (1778-1839),	 suggesting	 that	Bent	had	a	particularly	well-developed	
guitar	 technique.21	 It	has	also	been	suggested	that	Lionel	Bent	performed	or	recorded	





2006)	 (a	 pupil	 of	 Walter	 Smith)	 and	 Tex	 Morton	 (1916-1983)	 being	 particularly	
influential	in	the	mid-twentieth	century,	along	with	Neil	Colquhoun	(1929-2014)	a	little	













It	 could	 be	 suggested	 that	 the	 guitar	 in	 colonial	 New	 Zealand	 and	 up	 to	 1950	 was	
something	 of	 a	mixed	bag.	 It	was	 subject	 to	 the	 fashions	 and	 attitudes	 of	 Britain	 and	
Europe	in	the	mid	1800s,	and	evolved	in	a	way	that	was	paralleled	in	Australia,	but	with	
distinct	 differences	 in	 the	 shorter	 timelines,	 smaller	 population	 and	 nature	 of	 the	
demographic	 (Fairburn,	2008).	 	 For	multiple	 reasons,	during	nineteenth	 century	New	
Zealand,	the	guitar	did	not	appear	to	feature	strongly	in	the	daily	life	of	the	Europeans	
who	were	 perhaps	more	 focused	 on	 establishing	 a	 sustainable	 colony	 in	 inhospitable	
conditions.	 Combined	 with	 changing	 attitudes	 towards	 the	 guitar	 in	 Europe,	 the	




















again	 lamented	 the	 neglect	 of	 Māori	 music:	 ‘They	 are	 becoming	 Hawaiian,	




classical	 guitar	 scene	 in	 New	 Zealand	 in	 the	 first	 half	 of	 the	 twentieth	 century,	 it	 is	
possible	there	were	others	in	different	parts	of	the	country	who	also	took	an	interest.	To	
examine	 this	would	 require	greater	breadth	and	depth	of	 research	 that	 is	beyond	 the	
scope	of	this	study.	However,	it	highlights	the	fact	that	there	was	activity	in	various	parts	
of	 the	 country	 that	 eventually	 coalesced	 and	 became	more	 organised,	 leading	 to	 the	
formation	 of	 classical	 guitar	 societies,	 and	 eventually	 to	 an	 extensive	 collection	 of	




composition	 in	 New	 Zealand.	 The	 influence	 of	 folk	 music	 involving	 the	 guitar	 and	 a	
representation	 of	 the	 vernacular	 in	music,	 poetry	 and	 other	 art	 forms	 in	 the	 early	 to	




and	 Douglas	 Lilburn	 in	 the	 1950s	 and	 while	 this	 may	 be	 a	 late	 development	 when	




























Guitarist/teachers	 David	 Loomes	 and	 David	 Smith	 agree	 with	 this	 from	 their	












A	 survey	 of	 Australian	 music	 periodicals	 dating	 from	 the	 first	 half	 of	 this	
[twentieth]	 century	 reveals	 very	 few	 references	 to	 the	 classical	 or	 “Spanish”	
guitar	(Ellis,	2000).	
	
As	 far	as	composition	 for	 the	classical	guitar	was	concerned,	apart	 from	the	efforts	of	
Segovia	and	the	various	composers	he	worked	with,	along	with	“…pieces	by	Falla,	[Frank]	
Martin	 and	 Roussel,	 very	 few	 works	 of	 note	 were	 written	 for	 guitar	 before	 c.1950”	
(Feeley,	 2007).	 Also,	 according	 to	 Feeley,	 the	 first	 work	 for	 solo	 guitar	 by	 an	 Irish	
composer	was	not	composed	until	1969.24	
	
















counterparts	 in	 those	countries	 in	 regard	 to	 their	engagement	with	 the	guitar.	This	 is	







that	 features	 a	 melody	 underpinned	 by	 repeated	 parallel	 2nd-inversion	 chords	
throughout.	The	chords	are	played	on	the	three	treble	strings	set	against	alternating	open	
bass	 strings.	 This	 technique	 and	 variations	 of	 it	 was	 pioneered	 and	 refined	 by	 the	



















himself	 to	 play	 them	 to	 a	 rudimentary	 level	 in	 order	 to	 experiment	 and	 explore	 the	







expressed	 that	 his	 father’s	 use	 of	 the	 parallel	 chord	 system	 in	 his	 guitar	 music,	 as	



































































was	written	 in	195330.	 SOUNZ’s	 catalogue,	 given	 it	 sourced	 the	 score	 from	Wai-te-ata	
Music	Press	unsurprisingly	concurs.31	Philip	Norman	(2006)	however,	says	it	was	written	
in	 1954.	 Compounding	 this	 confusion	 is	 the	 implication,	 according	 to	 Norman,	 that	
Lilburn	himself	 could	not	 remember	 the	 exact	 dates	when	asked	 about	 it	 some	years	
later.32		
	





of	 the	 tenor	 and	 guitar	 version	 clearly	 shows	 the	 year	 1954	 inscribed	 in	 Lilburn’s	
handwriting.	Norman	suggests	that	Lilburn	may	have	started	the	arrangement	in	1953	

























year	 1954	 is	 inscribed	 in	 the	 composer’s	 handwriting	 at	 the	 end	 of	 the	
manuscript.34		
	





With	 a	duration	of	 approximately	11	minutes,	 Sings	Harry	 for	 tenor	 and	guitar	was	 a	













concept	 is	 supported	by	 the	subtitle	 that	Lilburn	himself	gives	 to	 the	 tenor	and	piano	
version:	“For	tenor	voice	and	piano	quasi	guitar”	(fMS-Papers-2483-073).36	
	
This	 is	 further	supported	by	comments	made	by	pianist/composer	Gillian	Bibby	 in	an	
interview	for	Radio	New	Zealand	in	2016.	Bibby	worked	with	Lilburn	on	preparing	the	









The	 guitar	writing	 in	 Sings	 Harry	 is	 quite	 sparse	 and	 uncomplicated,	 economical	 and	
texturally	 spacious,	which	 can	be	a	 strength	 from	a	guitar	 technique	perspective.	The	
counterpoint	never	goes	beyond	two	voices,	the	harmonic	structures	and	registers	are	
compact,	enabling	the	harmony	to	be	more	suggestive	than	explicit	without	losing	sense	




































While	 it	 is	 nonetheless	 a	 basic	 attribute	 of	 the	 guitar,	 the	 octave	 transposition	 is	 not	
necessarily	an	issue	in	solo	guitar	music.	In	chamber	music	settings	however,	the	range	





























































41	 Siegfried	 Behrend	 was	 born	 in	 Berlin	 and	 established	 himself	 as	 one	 of	 Germany’s	 leading	 guitar	
performers,	composers	and	arrangers.	He	was	self-taught	on	the	guitar	and	by	the	age	of	30	was	already	
internationally	 renowned.	He	visited	New	Zealand	on	 four	occasions,	 first	 in	1968	with	 the	 folk	 singer	
Belina;	 in	 a	 solo	 capacity	 in	 1971	 and	 1985	 and	 then	 in	 1988	with	 his	 Zupforchester	 (plucked	 string	
orchestra	usually	consisting	of	mandolins	and	guitars).	In	1953	he	gave	the	German	premiere	of	Joaquín	
Rodrigo’s	Concierto	de	Aranjuez	and	on	3	July	1971	gave	the	New	Zealand	premiere	of	the	same	work	in	the	






of	 the	song	cycle	 for	German	Radio	using	an	arrangement	of	 the	piece	that	he	himself	



























was	an	arrangement,	by	Lilburn	himself,	 of	Song	5	 from	 the	Sings	Harry	cycle	–	 titled	
Canzona:	The	Flowers	of	the	Sea.46	
	








in	Santiago	de	Compostela,	Spain	and	after	 touring	Europe	 for	 two	years	he	settled	 in	
Australia	where	he	continued	to	perform	and	took	up	a	teaching	position	at	the	University	
of	Sydney.	He	toured	New	Zealand	on	several	occasions	in	the	late	1960s	and	early	1970s	











New	Zealand,	 based	 in	 Christchurch,	 but	 touring	 nationwide	 giving	 public	 and	 school	
concerts	 and	 undertaking	 other	 activities.	 He	 also	 married	 a	 New	 Zealander,	 Cecily	
Stewart,	who	was	a	dancer	with	the	then	New	Zealand	Ballet	Company.	His	wife	would	
often	accompany	him	on	tour	and	provide	spoken	commentary	to	the	audience	during	
































































































this	 piece	was	most	 likely	 to	 have	 been	written	 for	 Antonio	 Losada,	 and	 a	 copy	 then	
	
50	 The	piece	 is	 listed	 in	Norman	 (2006)	with	 the	 title	Lento.	 It	 is	 given	 the	 title	Piece	 for	Guitar	 in	 the	
Alexander	Turnbull	Library	catalogue.	MS-Papers-3983-09.		
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significance	 and	 that	 of	 Mary,	 Pretty	 Mary,	 lies	 in	 that	 they	 both	 demonstrate	 that	
Farquhar	 had	 knowledge	 of	 the	 instrument’s	 technique	 at	 a	 very	 early	 stage	 in	 the	
instrument’s	development	in	New	Zealand	and	that	he	was	open	to	writing	for	it.	Musette	





music.	 The	 version	 for	 tenor	 and	 guitar	 is	 even	more	 significant	 as	 a	 pioneering	 and	
groundbreaking	 work	 that	 signaled	 that	 the	 classical	 guitar	 was	 a	 worthwhile	 and	
legitimate	instrument	for	New	Zealand	composers	to	write	for.	Lilburn’s	arrangement	of	
Song	5	 from	Sings	Harry	 along	with	his	Lento	 for	solo	guitar,	while	written	 in	relative	
isolation,	 conveyed	 the	benefits	of	having	a	 guitarist	present	 to	 inspire,	 influence	and	
assist	a	composer.	The	creation	of	this	work	would	likely	have	provided	encouragement	
to	Lilburn	to	know	that	it	was	viable	to	write	for	the	solo	instrument,	however	it	would	





were	 pivotal,	 not	 just	 for	 providing	 Lilburn	 and	 Farquhar	 with	 technical	 advice	 and	
guidance	from	a	pragmatic	point	of	view,	but	were	critical	for	shaping	the	direction	of	
composition	 for	 the	 guitar	 in	 New	 Zealand.	 They	 provided	 composers	 with	 genuine	











The	 founding	of	 the	Spanish	Guitar	Centre	 in	London	 in	1952	by	Len	Williams	(1910-




teachers	giving	 individual	and	group	 lessons	simultaneously	 in	adjacent	rooms	–	such	
was	 the	 popularity	 of	 the	 guitar	 at	 the	 time	 (Starling,	 2012).	 Importantly,	 the	 Centre	








Burt	 was	 a	 significant	 initial	 influence	 and	 played	 a	 pivotal	 role	 in	 the	 early	
encouragement	 of	 composition	 for	 the	 classical	 guitar	 in	 New	 Zealand.	 This	 was	
principally	through	his	friendships	and	collaborations	with	Douglas	Lilburn	and	David	
Farquhar	and	as	the	teacher	of	a	number	of	the	country’s	leading	guitarists	of	the	1960s,	
1970s	 and	 1980s.	 Although	 Burt	 was	 not	 a	 frequent	 performer,	 especially	 in	 formal	
	 80	






went	 on	 to	 compose	 many	 more	 guitar	 works	 up	 to	 1997	 for	 a	 number	 of	 other	








Suzanne	Court	published	 it	 in	1991.	Also	begun	in	1965	were	sketches	 for	pieces	that	
ultimately	 became	 his	 Five	 Scenes,	 which	 were	 completed	 in	 1971.	 Of	 particular	
significance	 however	 is	 his	 five-movement	 Suite	 for	 solo	 guitar	 which,	 although	 not	






friends	 and	 colleagues	 (Burt	 to	Marshall,	 personal	 communication,	 19	 February	 2002).	 This	 is	 further	
supported	 in	 correspondence	 from	David	Farquhar	 to	Angelo	Gilardino	 (editor	 for	Bèrben	Editions)	 in	

























Suite	was	 the	 first	 solo	 guitar	 work	 of	 significance	 to	 be	 written	 by	 a	 New	 Zealand	
composer	and	was	the	result	of	collaboration	between	Farquhar	and	Ronald	Burt.		It	is	























of	 serialism	as	well	 as	 further	using	 the	parallel	 chord	 technique	 (pioneered	by	Villa-
























Suzanne	 Court,	 Matthew	 Marshall	 and	 John	 Mills	 (1988),	 with	 the	 Mills	 recording	
becoming	the	first	commercial	release	of	the	work	on	Kiwi	Pacific	Records	in	1994	(SLD-
88).	 Suite	 has	 subsequently	 been	 performed	 numerous	 times	 by	 students	 and	










The	 publishing	 of	 David	 Farquhar’s	 Five	 Scenes	 and	 Ostinato,	 Capriccio,	 Epilogo	 by	




























































However,	 unbeknownst	 to	 Farquhar,	 an	 initial	 print	 run	 of	 2000	 copies	 had	 been	




given	Bèrben	 the	manuscript	 for	 engraving	 (with	his	 own	earlier	 editorial	markings),	











Subsequent	 correspondence	between	Farquhar	and	Gilardino	appeared	 to	 resolve	 the	





and	asked	 that	 they	remain	 friends.	Gilardino	accepted	 this	and	offered	 to	reprint	 the	
work	with	Farquhar’s	requirements	once	the	initial	print	run	of	2000	copies	had	sold.	
Farquhar	also	offered	to	organise	a	guitar	masterclass	in	Wellington	for	Gilardino	if	he	




not	 been	 reprinted,	 Gilardino	 did	 not	 visit	 New	 Zealand,	 and	 Price	 Milburn	 did	 not	
become	the	agency	for	Bèrben.	
	





















Unsurprisingly,	 because	 of	 the	widely	 available	 Bèrben	 edition	 of	Ostinato,	 Capriccio,	




I	 am	 putting	 together	 an	 all-NZ	 programme	 for	 a	 tour	 next	 year.	 In	 this	
programme	 I	 wish	 to	 include	 your	 ‘Ostinato-Capriccio-Epilogo’.	 Do	 you	
remember	when	we	met	in	London	in	the	late	‘70s	that	you	went	over	the	music	
with	 me	 and	 marked	 in	 your	 fingering	 and	 phrasing	 which	 Gilardino	 had	
suppressed	 in	 the	 publication?	 Am	 I	 right	 in	 recalling	 also	 that	 you	 wrote	
another	movement	which	Gilardino	did	not	include?	If	so,	would	you	be	happy	










Xmas	 1965.”67	 Offered	 as	 a	 Christmas	 gift	 for	 Ronald	Burt,	 it	 is	 a	 very	 short,	melodic	







therefore	 it	 is	 clear	 the	 two	 works	 were	 not	 intended	 to	 be	 related.	 However,	 the	
















Given	 the	relative	simplicity	of	A	Little	March,	 it	 is	 likely	 to	have	been	within	Ronald	
















The	score	and	parts	 to	 the	work	are	held	at	 the	Alexander	Turnbull	Library,	however	
research	for	this	study	revealed	that	the	parts	were	not	together	in	one	collection	at	the	
Library,	 instead	 split	 between	 the	 respective	 collections	 of	 Ronald	 Burt	 (MS-Papers-
12169-42)	and	David	Farquhar	(fMS-Papers-9247-24).	The	solo	guitar	part	is	held	in	the	




could	be	described	 as	having	 a	 jazz	 flavour	 to	 it.	 The	 guitar	writing	 also	 employs	 the	
parallel	chord	technique	that	is	a	characteristic	of	Farquhar’s	guitar	music.		However,	the	
work	is	complete	as	a	three-movement	composition	and	therefore	could	potentially	be	




Written	 after	 Douglas	 Lilburn	 returned	 to	 New	 Zealand	 from	 a	 three-month	 trip	 to	
Canada	 and	 Europe	 in	 1969	 to	 study	 developments	 in	 electroacoustic	 music,	 his	
collection	 of	miniatures	 Seventeen	 Pieces	 for	 Guitar	were	 significant	 for	 a	 number	 of	
reasons.	Firstly,	 they	were	written	during	a	 time	when	he	was	beginning	 to	dedicate	
	 91	
himself	almost	entirely	to	the	electroacoustic	medium	–	a	fourteen-year	period	lasting	










Except	 for	 Canzona	 –	 The	 Flowers	 of	 the	 Sea	 (discussed	 in	 Chapter	 3),	 they	 were	
composed	over	a	two-year	period	in	1969	&	1970	with	the	whole	collection	dedicated	
to	Ronald	Burt.	Milton	Parker	related	that	over	a	period	of	time	Burt	would	find	sheets	
of	manuscript	paper	stuffed	 into	his	 letterbox	consisting	of	sketches	of	 the	Seventeen	












As	 mentioned	 in	 Chapter	 3	 the	 German	 guitarist	 Siegfried	 Behrend	 took	 a	 liking	 to	
Lilburn’s	guitar	music	after	meeting	Ronald	Burt	and	David	Farquhar	at	the	latter’s	home	
following	 Behrend’s	 recital	 in	 Wellington	 in	 July	 1971.	 At	 this	 meeting	 Burt	 gave	
Behrend	a	copy	of	Seventeen	Pieces	which	he	immediately	offered	to	promote	in	Europe	




Prior	 to	 Behrend	 receiving	 the	 pieces,	 Lilburn	 had	 already	 pursued	 opportunities	 to	
publish	them	when	he	offered	them	to	Faber	Music	in	London	in	February	1971.	At	the	


















easy	 teaching	 pieces	 and	 concert	 pieces,	 and	 this	 lands	 us	 with	 difficult	
problems	over	print	orders	and	pricing	etc.”74		
	





after	not	hearing	 from	him	 for	over	a	year.	By	 this	 time	Roderick	Biss	 (previously	of	
Faber	Music)	had	returned	to	New	Zealand	and	together	with	Peter	Zwartz	expanded	
the	publishing	programme	of	Price	Milburn	Music	in	Wellington.	Lilburn	requested	an	
urgent	 reply	 from	 Behrend	 regarding	 progress	 on	 publishing	 both	 Sings	 Harry	




















































For	 Farquhar,	 had	 Angelo	 Gilardino	 performed	 and/or	 recorded	Ostinato,	 Capriccio,	





Given	 his	 international	 reputation	 at	 the	 time,	 the	 fact	 that	 Siegfried	 Behrend	 never	
recorded	Lilburn’s	Seventeen	Pieces	despite	his	intention	to	do	so	is	a	particular	shame.	
From	1966	to	1988	Behrend	was	one	of	the	few	guitarists	on	Deutsche	Grammophon’s	
roster	 (and	until	 1985	he	was	 the	only	 guitarist)	 and	during	 this	 period	he	 released	
approximately	 twenty	LPs	 for	 the	 label.	A	 recording	of	Seventeen	Pieces	 on	Deutsche	




Had	Lilburn	accepted	 the	publishing	offer	 from	Novello	&	Co.	 for	Seventeen	Pieces	 in	
1975	 it	may	well	 have	provided	his	 guitar	music	with	 greater	worldwide	 circulation	













































The	 next	 phase	 of	 guitar	 composition	 in	 New	 Zealand	 (1971-1989)	 built	 upon	 and	
extended	the	work	of	Lilburn	and	Farquhar	and	through	the	direct	influence	of	Ronald	
Burt	 as	 one	 of	 the	 first	 teachers	 of	 guitar	 at	 tertiary	 level	 in	 New	 Zealand	 (Victoria	
University	 of	 Wellington	 1975,	 and	Wellington	 Polytechnic	 Conservatorium	 of	 Music	
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1976-1990).		This	first	generation	of	New	Zealand	guitarists	emerging	from	university-











the	 instrument	 by	 New	 Zealand	 composers.	 This	 led	 to	 a	 significant	 increase	 in	 the	
quantity	of	music	written	during	the	1990s.		
	
As	 discussed	 in	 the	 previous	 chapter,	 the	 work	 of	 Ronald	 Burt,	 David	 Farquhar	 and	
Douglas	 Lilburn	 set	 the	 scene	 for	 a	 more	 organised	 growth	 in	 activity	 in	 the	 1970s,	






artists	 also	 contributed.	 Finally,	 the	organising	of	 the	 annual	Classical	Guitar	 Summer	
Schools	which	facilitated	coordinated	gatherings	of	guitarists,	composers	and	musicians	
on	a	national	scale	with	 input	and	 influence	 from	international	guitarists	enabled	and	
encouraged	greater	activity.	 In	addition	 to	David	Farquhar’s	 significant	outputs	 in	 the	
1970s,	 these	 developments	 collectively	 led	 to	 the	 advent	 of	 the	 next	 generation	 of	














included	Duet	 for	harmonica	or	violin	and	guitar	 (written	 for	his	 son,	 Julian,	with	 the	
violin	version	written	for	Gavin	Saunders),	Duet	for	sitar	and	guitar,	both	from	1972	and	
Ach	Ya	Chabibi,	also	for	violin	and	guitar	(also	for	Gavin	Saunders)	from	1973.	The	Duet	





viola,	 guitar	 and	 double	 bass	 in	 1977.	 Commissioned	 by	 and	 dedicated	 to	Wellington	
music	 educator	 Harry	 Botham81,	 it	 is	 a	 very	 short	 work	 (2¾	 minutes	 is	 specifically	
marked	 on	 the	 cover	 page	 of	 the	 score)	 and	 was	 written	 for	 a	 gathering	 of	 violists,	
























London	 and	 they	 discussed	 the	 possibility	 of	 Farquhar	 writing	 something	 for	 them.	
Knowing	that	the	Quartet	would	be	visiting	New	Zealand,	David	Farquhar	composed	his	
innovative	 and	 significant	 work	 Exchanges	 for	 Guitar	 Quartet,	 completing	 it	 in	 early	
January	1979.	The	premiere	performance	was	given	by	the	Omega	Quartet	in	the	Concert	































David	Farquhar.	 It	was	written	 just	 four	weeks	ago	 for	 the	Omega	Quartet.	
Restrained,	 the	music	exactly	caught	the	character	of	 the	 instruments,	each	
note	evocative	and	eloquent	(Jensen,	1979).	
	
David	 Farquhar’s	 “Exchanges”	 (composed	 last	 year	 for	 the	 OGQ)	 is	 also	 a	

















The	 final	 guitar	work	 that	David	Farquhar	 composed	during	 this	period	was	his	 song	
cycle	Swan	Songs	for	baritone	or	mezzo	soprano	and	guitar	in	1983.	The	work	consists	of	





Written	 for	New	Zealand	baritone	Michael	Leighton-Jones	 and	English	guitarist	 Julian	
Byzantine,	the	song	cycle	was	first	performed	on	a	tour	of	Australia	in	1983.	The	first	New	





In	 1976	 Christopher	 Norton’s	 (b.	 1953)	 Prelude	 and	 Tango	 for	 solo	 guitar	 won	 the	
Hamilton	Classical	Guitar	Society’s	Composition	Prize	in	their	annual	competition.	It	was	














by	 his	 three-movement	 Sonatine	 for	 solo	 guitar	 in	 1981	 which	 was	 written	 for	 and	




Figure	 22.	 Edrick	 Corban-Banks	 and	 Kenneth	 Young	 discussing	 Young’s	 Sonatine	 c.1981.	
Image	courtesy	Edrick	Corban-Banks.	
	















describes	 as	 “…a	 profound	work	 of	 great	 quality”84	 followed	 by	 a	 variety	 of	 chamber	
works	with	guitar,	a	song	cycle	and	works	for	solo	guitar,	two	guitars	and	four	guitars.	























John	 Ritchie	 (1921-2014)	 made	 a	 modest	 but	 important	 contribution	 to	 the	 guitar’s	
repertoire	with	a	total	of	five	works	written	during	the	period	1985-1994,	all	of	which	
were	 commissioned	 and	written	 for	 specific	 guitarists.	 His	 first	work,	Whimsies	 from	
1985	 consists	 of	 three	movements,	 each	 inspired	 by	 an	 excerpt	 from	 Shakespearean	
plays:	 Full	 Fathom	 Five	 from	 The	 Tempest;	 Tell	 me,	 where	 is	 Fancy	 bred?	 from	 The	
Merchant	of	Venice,	and	Blow,	Blow,	Thou	Winter	Wind	from	As	You	Like	It.	
		
It	 was	 commissioned	 by	 then	 Wellington-based	 guitarist	 Edrick	 Corban-Banks	 with	
funding	from	the	QEII	Arts	Council	and	first	performed	by	English	guitarist	John	Mills	in	




















dedicated	 to	 Edrick	 and	 Clare	 Corban-Banks;	Album	 Leaves	 (1991)	 commissioned	 by	
Suzanne	Court	and	published	in	Guitar	Aotearoa;	Five	William	Blake	Songs	of	Innocence	












Ronald	Burt	 respectively	 broke	 new	 ground	 and	were	 influential	 in	 their	 time.	 A	 key	
factor	in	the	increase	in	the	quantity	of	guitar	music	during	the	years	1971-1989	was	the	
emergence	of	New	Zealand-born	or	 resident	 concert	guitarists	who	began	 influencing	






Christopher	 Norton.	 Edrick	 Corban-Banks	 was	 notable	 for	 his	 collaborations	 with	







professional	 performers,	 and	 secondly	 composers	 (both	 staff	 and	 students)	 were	




















































well	 as	 inspiring	 local	 guitarists,	 composers	 and	 audiences,	 they	 provided	 important	
international	context,	new	ideas,	innovations	in	technique	and	teaching	approaches,	as	













profile	 classical	 guitarist	 garnered	 particular	 interest	 and	 enthusiasm	 from	 local	
guitarists	and	guitar	aficionados.	Such	visits	had	multiple	benefits	for	the	local	classical	






As	 discussed	 in	 Chapter	 3,	 Antonio	 Losada’s	 visit	 to	 New	 Zealand	 in	 1962	 inspired	
Douglas	Lilburn	 to	write	at	 least	 two	pieces	and	 laid	 the	 foundation	 for	his	Seventeen	
Pieces.	 Similarly,	Andrés	Segovia’s	visit	 in	1964	was	responsible	 for	a	number	of	New	
Zealanders	either	taking	up	the	guitar	or	being	encouraged	to	pursue	it	as	a	legitimate	
vocation	(Michael	Calvert	is	a	particular	example).	Siegfried	Behrend,	as	well	as	working	

















Antonio	Losada*	 Spain	 1962,	1972,	1983-1989	 Also	visited	NZ	several	times	during	
the	1970s,	exact	dates	uncertain.	
Andres	Segovia	 Spain	 1964	 	
Jose	Luis	Gonzalez	 Spain	 1966	 	





Siegfried	Behrend	 Germany	 1968,	1971,	1977,	1985	 	
Emile	Bibobi*	 Belgium	 1970-1994	 	
Ernesto	Bitetti	 Argentina	 1972	 	
John	Duarte	 England	 1973,	1981	 First	visit	was	for	Wellington	
Polytechnic;	second	visit	for	summer	
school	in	Hawke’s	Bay.	
Oscar	Ghiglia	 Italy	 1973	 Brought	to	NZ	by	NZSO.	
Alirio	Diaz	 Venezuela	 1974	 Performed	in	Auckland,	Wellington	&	
Christchurch.	





Liona	Boyd	 Canada	 1978	 	
Julian	Bream	 England	 1979,	1983,	1986,	1989	 Brought	to	NZ	by	NZSO.	





Alice	Artzt	 USA	 1980,	1988	 Brought	to	NZ	by	NZ	Festival	of	Arts	
in	1988.	
Vladimir	Mikulka	 Czechoslovakia	 1982	 NZFCGS	Summer	School	Timaru.	






Sharon	Isbin	 USA	 1985	 NZFCGS	Summer	School	Palmerston	
North.	
Timothy	Kain	 Australia	 1986	 NZFCGS	Summer	School	Palmerston	
North.	






















attributed	 to	 other	 composers.	 Herreshoff	 also	 pioneered	 the	 concept	 of	 the	 house	
concert	in	New	Zealand	–	a	medium	that	suited	the	guitar	very	well	that	was	immediately	
and	 enthusiastically	 embraced	 by	 guitarists	 and	 concert	 promoters	 nationwide.	 This	
	






















Despite	 his	 apparent	 lack	 of	 interest	 in	 local	 composers,	 Herreshoff’s	 influence	 was	
significant	in	terms	of	those	whom	he	taught	and	the	career	trajectories	they	pursued.	
Both	Milton	Parker	and	Mike	Wespel-Rose	agree	that	Herreshoff’s	arrival	in	New	Zealand	
was	a	significant	occurrence	because	 it	was	the	 first	 time	 local	guitarists	were	able	 to	
work	at	close	quarters	with	someone	of	international	calibre	for	an	extended	period	of	


























Guitar	 Concerto	No.1,	Op.	 30	 by	Mauro	Giuliani	with	 the	Auckland	Regional	Orchestra	
(now	Auckland	 Philharmonia	Orchestra)	 conducted	 by	 John	Hopkins	 in	 the	 Auckland	
Town	Hall	on	9	November.	He	also	gave	a	televised	public	masterclass	which	featured	a	







(flutes),	 Chris	 Laurence	 (bass),	 John	 Etheridge	 (guitar)	 and	 Paul	 Clarvis	 (percussion),	
they	performed	arrangements	of	music	from	Africa	as	well	as	original	compositions.	
	
Julian	Bream	 (1933-2020)	made	 four	 visits	 to	New	Zealand	 in	 1979,	 1983,	 1986	 and	
1989.	 All	 were	 organised	 by	 and	 under	 the	 auspices	 of	 the	 New	 Zealand	 Symphony	
Orchestra,	 however	 he	 only	 performed	with	 the	NZSO	during	 the	 1989	 visit	 (Joaquín	





The	 significance	of	 these	visits	 in	 the	 context	of	 this	 study	 lies	 in	 the	 fact	 that	Bream	
included	 contemporary	 repertoire	 alongside	 the	 traditional	 in	 his	 recitals	 which	
comprised	music	that	he	had	either	commissioned	himself	or	had	been	written	for	him.	
This	 exposed	 New	 Zealand	 audiences,	 guitarists	 and	 composers	 to	 the	 notion	 of	
presenting	new	guitar	music	that	was	the	product	of	collaboration	between	composer	





commissioning	 and	 performing	 new	 music	 on	 the	 guitar	 as	 having	 legitimacy	 and	
viability	as	a	vocation.	I	had	the	privilege	of	receiving	a	private	guitar	lesson	from	Bream	
during	his	1989	visit	 in	which	we	discussed	 at	 length	 the	benefits	 and	 importance	of	
creating	 a	 new	 repertoire	 for	 the	 guitar	 and	 that	 it	 could	 be	 used	 to	 determine	 the	
trajectory	and	direction	of	one’s	career	as	a	performer.	This	had	a	profound	impact	on	
me	 and	 occurred	 at	 a	 time	 when	 I	 was	 just	 four	 months	 away	 from	 embarking	 on	




















to	 be	 principal	 tutor	 at	 the	 1983	 Classical	 Guitar	 Summer	 School	 organised	 by	 the	
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Hamilton	 Classical	 Guitar	 Society	 and	 held	 in	Waiotapu,	 near	 Rotorua	 19-30	 January.	
Following	this	he	undertook	a	six-centre	tour	of	New	Zealand,	hosted	by	the	various	local	
classical	guitar	societies.	I	was	fortunate	to	attend	this	Summer	School	and	although	I	was	
only	 sixteen	 years	 of	 age,	 it	 proved	 to	 be	 a	 pivotal	 moment	 in	 regard	 to	 my	 future	
development	as	I	later	went	on	to	fulltime	study	with	Mills	in	1987.	
	
John	Mills	 returned	 to	 New	 Zealand	 to	 be	 principal	 tutor	 at	 the	 subsequent	 Summer	
School	 in	1984,	as	well	as	touring	the	country	again.	He	then	decided	to	settle	 in	New	
Zealand	 and	was	 appointed	 Tutor	 in	 Guitar	 at	 the	Nelson	 School	 of	Music	 in	 1985,	 a	




















Mills	 did	 however,	 take	 a	 genuine	 interest	 in	 New	 Zealand	 composition	 and	 made	
multiple	recordings	for	Radio	New	Zealand	both	in	the	studio	and	in	live	concerts	and	
gave	 many	 performances	 of	 New	 Zealand	 guitar	 music	 throughout	 the	 country.	 This	
included	recordings	of	Suite	by	David	Farquhar	(released	on	CD	in	1994	on	Kiwi	SLD-88),	






Mills’s	 efforts	 inspired	 the	 next	 generation	 of	 guitarists	 such	 as	 Tony	Donaldson	 and	












































works	 for	 the	 instrument	 including	 those	 that	 showed	 evidence	 of	 increased	
understanding	of	the	capabilities	of	the	guitar	as	well	as	an	exploration	of	the	possibilities	
for	guitar	in	chamber	music	and	ensemble	settings.	The	emergence	of	the	next	group	of	
composers	 who	 wrote	 for	 the	 guitar	 were	 those	 who	 were	 either	 commissioned	 by	
and/or	 collaborated	 directly	with	 guitarists.	 This	was	 an	 important	 development	 and	
crucially,	 it	 was	 the	 emergence	 of	 a	 group	 of	 guitar	 performers95	 who	were	 the	 first	








The	 impact	 of	 visiting	 international	 artists	 during	 this	 period	was	 also	 of	 paramount	
importance	 due	 to	 the	 inspiration	 and	 leadership	 they	 brought	 as	 well	 as	 high-level	








Bream,	 John	 Williams,	 Siegfried	 Behrend,	 Vladimir	 Mikulka	 and	 Timothy	 Kain	 were	
already	well	known	for	successfully	commissioning	and/or	collaborating	with	composers	








































New	 Zealand	 composers.	 As	 evidenced	 in	 previous	 chapters,	 the	 quantity	 of	 guitar	
repertoire	 up	 to	 1990	was	 limited	 to	 a	 few	works	 by	 recognised	 composers	 such	 as	
Douglas	Lilburn,	David	Farquhar,	John	Ritchie	and	a	handful	of	others.	Very	few	guitarists	




final	 year	 at	 secondary	 school	 and	 had	 already	 participated	 in	 many	 performances	
through	the	Hamilton	Classical	Guitar	Society,	including	winning	some	local	competitions	
over	the	previous	three	years.	I	also	contributed	my	own	compositions	and	arrangements	























composers.	 I	 also	 participated	 in	 student	 ensembles	 in	 which	 we	 were	 expected	 to	
perform	music	written	by	staff	and	students.	However,	the	notion	of	New	Zealand	music	
being	 a	 “thing”	was	 either	 lost	 on	me	 at	 the	 time	 or	 it	was	 not	 emphasised	 as	 being	
something	of	significance.	To	me,	music	was	just	music,	be	it	contemporary,	old,	new,	jazz,	
popular,	classical,	from	New	Zealand,	or	any	other	country.	The	notion	of	attaching	any	










music,	 it	 was	 at	 this	 time	 that	 I	 first	 explored	 commissioning	 music	 myself.99	 This	
commenced	in	1989	with	asking	David	Farquhar	to	compose	his	Guitar	Concerto	followed	
	
99	 I	presented	David	Farquhar’s	Suite	 in	my	recital	 for	 final	examination	at	 the	RNCM	and	 the	eminent	
English	composer	Stephen	Dodgson	(1924-2013)	was	a	member	of	the	examination	panel.	Interestingly,	in	
his	report	on	my	performance,	he	was	critical	of	the	quality	of	Farquhar’s	composition,	suggesting	that	it	









six	 major	 works	 for	 two	 guitars	 by	 New	 Zealand	 composers	 Anthony	 Ritchie,	 David	




resulting	 in	 a	 collection	 of	 substantial	 song	 cycles	 written	 by	 David	 Farquhar,	 John	

















d’être	 as	 a	musician.	 The	main	 reason	 for	 this	 has	 been	 to	mirror	 the	work	 and	 the	
success,	 of	 guitarists	 such	 as	 Segovia,	 Bream	 and	Williams,	 and	 from	 a	 New	 Zealand	
context,	my	former	teacher,	Edrick	Corban-Banks,	along	with	Suzanne	Court,	in	creating	





To	 date	 the	 guitar	 works	 I	 have	 formally	 commissioned	 and/or	 given	 the	 premiere	





















The	second	catalyst	emerged	as	a	 result	of	a	performance	 I	gave	of	 Joaquin	Rodrigo’s	
Concierto	de	Aranjuez	with	the	New	Zealand	Symphony	Orchestra	on	11	November	1988	
when	I	was	a	finalist	in	the	Television	New	Zealand	Young	Musicians	Competition.	As	a	


















time	 he	 had	 written	 approximately	 a	 dozen	 works,	 some	 of	 which	 had	 also	 been	
performed	 internationally	 (Exchanges	 for	 guitar	 quartet	 and	 Swan	 Songs	 for	 voice	 &	






and	 using	 the	 marketing	 “machines”	 of	 the	 orchestras,	 guitar	 music	 and	 my	 own	
performances	could	achieve	a	profile	and	reach	audiences	of	a	size	that	would	be	difficult	







light	 enough	 score	 to	 enable	 the	 guitar	 to	 project	 throughout	 and	 secondly,	 perhaps	
























It	was	Brian	Budd,	 then	General	Manager	 of	 the	Wellington	Regional	Orchestra	 (now	
Orchestra	Wellington)	that	showed	the	greatest	interest	and	in	fact	offered	to	take	on	the	




On	 the	 strength	 of	 this	 commitment,	 David	 Farquhar	 completed	 writing	 his	 Guitar	
Concerto	 in	May	1992	 for	a	 first	performance	with	 the	Wellington	Regional	Orchestra	
	 134	















Zealand	 composer.102	 The	 first	 performance	 occurred	 at	 Sacred	 Heart	 Cathedral	
Wellington	on	5	 June	1993	with	 the	Wellington	Regional	Orchestra	 conducted	by	US-
based	New	Zealander	Andrew	Sewell,	with	a	repeat	performance	the	following	day	at	St.	




The	 programme	 paired	 Farquhar’s	 Concerto	 with	 Joaquín	 Rodrigo’s	 second	 guitar	





alongside	 the	new	one	and,	 for	 the	orchestra,	 a	potentially	 risky	world	premiere.	The	
guitar	 works	 were	 framed	 by	 Carl	 Nielsen’s	 Little	 Suite	 for	 Strings	 Op.1	 and	 Haydn’s	
Symphony	No.101.	 Figure	25	below	shows	 the	programme	 for	 the	 concert,	 though	 the	
actual	performance	order	was	Nielsen,	Rodrigo	[interval]	Farquhar,	Haydn.	
	






This	 work	 is	 in	 three	 movements	 (quick–slow–quick),	 but	 these	 are	
connected	by	cadenza-like	 links	 for	the	guitar	soloist,	so	that	 the	music	 is	
continuous.		
	












ingenuity	 and	 imagination;	 it	 uses	 the	orchestra	with	 the	 clarity	of	 a	 small	
chamber	orchestra	so	as	not	to	overwhelm	the	guitar	(Taylor,	1993).	
	




Like	 most	 of	 his	 guitar	 music,	 Farquhar’s	 Concerto	 incorporates	 extremely	 detailed	
performance	 instructions	such	as	 fingering	 indications,	 tempi,	dynamics,	 tone	colours,	
articulation	 and	 other	 expressive	 markings	 and	 are	 all	 specified	 very	 precisely	
throughout	the	piece.	Farquhar	was	very	particular	about	ensuring	performers	followed	
the	 indications	 exactly.	 In	 preparation	 for	 this	 performance,	 I	 visited	 Farquhar	 at	 his	







After	 the	 premiere	 performance	 Farquhar’s	Guitar	 Concerto	 received	 two	 subsequent	




The	México	performance	 took	place	on	10	October	1996	 in	Teatro	 Juárez,	Guanajuato	







The	 opportunity	 to	 perform	 the	 concerto	 in	 México	 with	 the	 same	 conductor	 as	 the	
premiere	 performance	 in	 Wellington	 was	 fortuitous	 and	 advantageous	 in	 terms	 of	















































The	 year	 1991	 saw	 the	 formal	 establishment	 of	 the	 New	 Zealand	 Guitar	 Duo,	 a	
partnership	between	myself	 and	Tony	Donaldson	which	had	 its	 origins	 in	Wellington	
during	 the	 late	 1980s	 while	 we	 were	 both	 were	 studying	 at	 Victoria	 University	 of	
Wellington	with	William	Bower	and	the	Nelson	School	of	Music	with	John	Mills.	At	the	
























This	 commenced	 with	 commissioning	 Anthony	 Ritchie	 in	 1992	 to	 compose	 a	 major,	
multi-movement	 work	 of	 substance	 that	 would	 demonstrate	 and	 explore	 the	
complexities,	“…textures	and	colours	available	from	the	combination	of	two	guitars.”105	





































Pas	 de	 Deux,	 a	 commissioned	 work	 from	 Anthony	 Ritchie	 was	 relatively	













































viable	 pursuit.	 It	 encouraged	 me	 to	 continue	 and	 has	 resulted	 in	 me	 commissioning	
and/or	premiering	a	 further	 seven	works	 for	guitar	and	orchestra	between	1993	and	
2019.	
	
There	 are	 a	 total	 of	 eleven	 works	 for	 guitar	 and	 orchestra	 by	 New	 Zealand,	 or	 New	
Zealand-resident	 composers	 written	 between	 1985	 and	 2016.	 Of	 these,	 I	 have	 been	
directly	 involved	 in	commissioning	and/or	performing	eight	of	 them.	This	section	will	





















and	at	15	minutes	 in	duration,	places	significant	demands	on	 the	soloist.	 	The	second	
movement	 employs	 a	 minimalist	 language	 and	 incorporates	 shifting	 harmonic	
progressions	in	the	strings	while	the	guitar,	trumpet	and	solo	bass	interject	alternately	






















then	 Artistic	 Director	 Harry	 Haythorne	 (1926-2014)	 had	 been	 asked	 by	 the	 Ballet	
Company’s	European	agent	to	suggest	a	new	programme	for	its	second	tour	of	Europe.	
Among	the	suggestions	he	made	was	a	new	production	of	Hamlet	which	was	received	
enthusiastically	 by	 the	 European	 agent.	 Haythorne	 then	 invited	 Jonathan	 Taylor	 to	









Using	 music	 ranging	 from	 twelfth-century	 troubadour	 songs	 through	 to	 the	 early	
Baroque,	William	 Southgate	 (b.	 1941)	 created	 a	 score	 consisting	 of	 motets,	 ballades,	
courtly	 and	 peasant	 dances,	 pavanes	 and	 galliards	 for	 solo	 instruments.	 These	 were	
reimagined,	recast	and	recomposed	for	an	ensemble	of	twentieth-century	instruments	
“…chosen	 to	 approximate	 a	mixed	 consort,	with	 enough	variety	 to	be	 appropriate	 for	
















twenty	performances	over	 the	 following	 four	weeks.	As	mentioned	 in	6.1.1,	 the	Royal	
New	Zealand	Ballet	subsequently	toured	the	work	to	Europe	and	England	in	November	




The	 final	 performance	 of	 the	New	Zealand	 tour	 of	Hamlet:	 The	Ballet	 occurred	 at	 the	
Regent	Theatre	in	Dunedin	on	12	August	1992.	The	then	General	Manager	of	the	Dunedin	





in	 which	 I	 was	 to	 play	 Mauro	 Giuliani’s	 Guitar	 Concerto	 No.1	 Op.30	 with	 Southgate	
conducting.	 The	 programme	 allowed	 for	 the	 inclusion	 of	 Southgate’s	 Hamlet	 Suite	
alongside	 the	 Giuliani	 and	 the	 premiere	 performance	 was	 given	 in	 the	 Glenroy	
Auditorium,	Dunedin	on	2	May	1993.	Consisting	of	four	movements,	Hamlet	Suite	could	


















Symphony	 Orchestra	 and	 a	 third	 performance,	 also	with	 the	 Christchurch	 Symphony	




































Apropos	 Corban-Banks’s	 letter,	 Ritchie	 did	 in	 fact	 take	 up	 the	 original	 suggestion	 of	
writing	a	work	for	two	guitars	and	strings	but,	instead	presented	Corban-Banks	with	a	



















































over	 the	 orchestra.	 Indeed	most	well-known	 twentieth-century	 guitar	 concertos	 have	
been	scored	for	small	orchestras	for	the	same	reason.	For	example,	the	instrumentation	
of	Joaquin	Rodrigo’s	Concierto	de	Aranjuez	is	2222-2200	+	Strings.	His	Fantasia	para	un	










explore	 the	 feasibility	 of	 commissioning	 and	 performing	 a	 guitar	 concerto	 that	


























of	 the	 Sydney	 Opera	 House,	 but	 what	 you	 hear	 that	 counts.	 I	 find	 that	
amplification	 helps	 in	 that	 regard,	 but	 obviously	 it	 has	 to	 be	 well	 done	
(Williams,	as	cited	in	Pritchard-Levy,	1990).	
Williams’s	reasons	for	using	amplification	have	strongly	influenced	my	own	approach	to	












As	well	as	the	size	of	 the	orchestra,	 I	was	also	 interested	in	a	concerto	of	significantly	
longer	duration	than	most	traditional	guitar	concertos.	Those	of	Rodrigo,	Castelnuovo-
Tedesco	and	Villa-Lobos	have	durations	of	between	nineteen	and	twenty-two	minutes.	








After	 obtaining	 agreement	 from	 the	 Auckland	 Philharmonia	 to	 stage	 the	 premiere	





flat	 and	 A),	 two	 bassoons,	 four	 horns,	 three	 trumpets,	 three	 trombones,	 tuba,	 three	




The	 work	 explores	 eclectic	 styles	 including	 blues,	 jazz,	 romantic,	 popular	 music	 and	










suggesting	 that	 the	 balance	 between	 guitar	 and	 orchestra	 did	 not	 come	 off	 quite	 as	
anticipated	 along	 with	 the	 quantity	 of	 musical	 ideas	 which	 may	 have	 competed	 for	
attention.	Tara	Werner	of	the	New	Zealand	Herald	wrote:	
	
Anthony	 Ritchie	may	 be	 one	 of	 New	 Zealand’s	most	 talented	 (and	 popular)	
composers.	But	his	Guitar	Concerto…	was	spoiled	by	having	too	many	elements	
which	vied	and	clashed	against	each	other.	The	third	movement	was	a	case	in	


















The	 commissioning	 of	 Philip	Norman’s	 Inception	 to	 Infinity	 resulted	 from	 two	 events.	
Firstly,	in	February	1999	I	attended	a	performance	of	Peter	Pan:	The	Ballet	by	the	Royal	
New	 Zealand	 Ballet	with	music	 by	 Philip	 Norman	 played	 by	 the	Wellington	 Sinfonia,	














could	 be	 performed	 at	 the	 Massey	 University	 event.	 With	 the	 support	 of	 the	 then	















two	additional	movements	–	The	House	 that	 Sings	 and	The	Moon	 is	Half	Cut.	
These	titles	were	irresistible	phrases	my	then	three-year-old	daughter	Isla	had	
used	while	learning	to	speak.	The	latter	was	an	expression	of	delight	on	first	
noticing	 a	 half	moon,	 and	 the	 former	 an	 evocative	 description	 of	 a	wind-up	








with	 Carol	 Hohauser	 as	 soloist.	 Inception	 to	 Infinity	 was	 subsequently	 recorded	 and	
released	on	the	2009	album	Still	Life	with	Guitar	with	the	Vector	Wellington	Orchestra	















The	 Airlift	 Gratitude	 Foundation	 (Stiftung	 Luftbrückendank)	 and	 the	 Berlin	 Chamber	
Orchestra	decided	to	 feature	New	Zealand	music	 in	 the	2002	commemorative	concert	
and	I	was	honoured	to	be	asked	to	participate.	
	
English-born,	 Christchurch-based	 composer	 Patrick	 Shepherd	 (b.	 1963)	 had	 been	
working	 with	 flutist	 Carol	 Hohauser	 on	 his	 Flute	 Concerto	 (1999)	 and	 at	 the	 time	
indicated	 interest	 in	 composing	 a	 large-scale	 work	 for	 both	 flute	 and	 guitar	 with	
orchestra.	
	
In	 light	of	this,	along	with	the	 invitation	from	the	Stiftung	Luftbrückendank	 for	a	work	
with	string	orchestra,	and	since	Carol	Hohauser	and	myself	were	organising	a	 tour	 to	
























which	 is	 then	 further	developed	 in	 the	4th	movement	 (interlude)	and	 the	6th	























The	 initial	 contact	with	Christopher	Marshall	 in	February	2014	resulted	 in	a	personal	
commission	of	Streets	of	Old	San	Juan	for	solo	guitar	(discussed	in	Chapter	Seven).	In	the	
early	stages	of	this	work	being	written,	Christopher	Marshall	intimated	that	he	also	had	
































innovative	 elements.	 Firstly,	 at	 approximately	38	minutes	 in	duration,	 it	 is	 one	of	 the	
longest	 guitar	 concertos	 written.	 Secondly	 it	 has	 only	 two	 movements	 –	 the	 first,	
Transcendence	being	about	12	minutes	long	and	the	second	movement,	Metamorphosis,	a	
set	of	variations,	at	26	minutes	is	a	major	work	in	and	of	itself.	Thirdly,	rather	than	use	
the	 traditional	 dialogue	 approach	 between	 the	 guitar	 and	 the	 orchestra,	 Marshall	
extensively	explored	 the	guitar’s	 textural	qualities	where	 the	 instrument	plays	almost	
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continuously	throughout	the	piece.	In	some	places	the	guitar	is	accompanying	the	whole	




Although	not	 quite	 on	 the	 scale	 of	 Anthony	Ritchie’s	 concerto,	 the	 instrumentation	 is	
nevertheless	substantial,	particularly	in	the	percussion	section.	It	consists	of	one	each	of	
flute,	 oboe,	 cor	 anglais,	 clarinet,	 bass	 clarinet,	 bassoon,	 horn,	 trumpet,	 celesta;	 three	
percussionists	(playing	vibraphone,	crash	cymbals,	xylophone,	temple	blocks,	suspended	
cymbal,	 snare	 drum,	 bass	 drum,	 marimba,	 triangle,	 tamtam,	 tambourine,	 maracas,	
tomtoms)	plus	 strings	 (5,4,3,3,2).	Obviously,	 amplification	of	 the	 guitar	 is	 required	 to	









mystic)	 continues	 to	 have	 on	my	 life	 and	work.	 There	 are	 two	movements:	
Transcendence	 and	Metamorphosis.	 Stylistically	 this	 work,	 like	 much	 of	 my	
music,	 places	 very	 strong	 emphasis	 on	melody,	 and	 a	 romantic	 influence	 is	
evident	in	the	harmonic	language	(Kahn	&	Kahn,	2017).	
	
The	premiere	performance	 took	place	 on	2	October	2016	 at	 the	Raye	Freedman	Arts	







































































and	 other	 events	 in	 London	 annually	 with	 an	 emphasis	 on	 the	 guitar,	 although	 not	
exclusively.	 It	 has	 featured	 high	 profile	 guitarist/performers	 such	 as	 Carlos	 Barbosa-























































The	 second	 half,	 comprising	 music	 by	 New	 Zealand	 composers,	 was	
extraordinarily	 successful,	 including	 two	 world	 premieres.	 The	 best-known	
figure,	Douglas	Lilburn,	was	represented	by	five	of	his	seventeen	short	pieces	
for	guitar,	whose	aphoristic	expression	was	that	of	the	mature	composer,	but	
the	 new	 works,	 by	 Peter	 Leask,	 whose	 Homage	 to	 Rodrigo	 made	 a	 deep	
impression,	 and	 the	Matariki	 Suite	 by	Michael	 Hogan,	 an	 extended	work	 of	
fascinating	variety	of	character,	demonstrated	quite	clearly	that	New	Zealand	
possesses	 young	 composers	 of	 notable	 gifts	 of	 whom	we	 should	 hear	more	
(Matthew-Walker,	2005).	
	
I	 also	 enjoyed	 Peter	 Leask’s	Homage	 to	 Rodrigo	 which	 apparently	 drew	 its	
inspiration	from	Rodrigo’s	Invocación	y	Danza.	Leask’s	Homage	is	a	large-scale	
work	which	is	musically	coherent	to	the	very	end.	The	concert	ended	with	the	
premiere	 performance	 of	 the	 six-movement	 ‘Matariki’	 Suite	 for	 Guitar	 by	
Michael	 Hogan.	 It	 was	 a	 very	 atmospheric	 work	 and	made	 good	 use	 of	 the	
various	 timbres	 of	 the	 guitar	 to	 create	 a	 work	 of	 emotional	 depth,	 which	


























































The	 three	 prize-winning	works	were	 also	 performed	 by	me	 at	 the	 Taranaki	 Classical	

















in	 2015	 (Rhapsody	 on	 a	Riff,	 	 RR7907).	 It	 continued	with	me	 giving	 the	New	Zealand	
premiere	 performance	 of	 his	 solo	work	Rhapsody	 on	 a	 Riff	 in	my	 first	DMA	 recital	 in	
Marama	Hall,	Dunedin	on	8	June	2016	and	then	commissioning	a	new	work	from	him,		


















Guitar	 Composition	 Competition	 were	 written	 by	 experienced	 and	 well-established	
composers,	of	the	total	of	twenty-five	entries	received,	twenty-one	of	them	were	from	
university	 students	 or	 recent	 graduates.	 This	 suggested	 there	was	 significant	 interest		

















composition	 that	 features	 the	guitar	 in	a	prominent	role.	Up	 to	2020,	nine	new	guitar	
works	have	been	awarded	prizes	from	a	total	of	twenty	works	entered	for	the	prizes.	A	
complete	 list	of	 all	 recipients	and	 their	works	 is	detailed	 in	Appendix	C,	Table	4.	 It	 is	
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anticipated	that	that	 these	prizes	will	continue	to	be	offered	 into	the	 future	to	 further	
encourage	the	development	of	guitar	composition	from	later	generations	of	composers	
in	 New	 Zealand.	 There	 is	 a	 triple	 purpose	 in	 doing	 so:	 to	 increase	 the	 number	 of	





























Irish	guitarist	 John	Feeley.	The	 third	–	Saffire	Concerto	 (2006)	by	Kenneth	Young	was	












smaller	 scale	 orchestrations	 (David	 Farquhar,	 Paul	 Turner,	 John	 Ritchie)	 with	 small	
numbers	of	wind	instruments,	little	brass	plus	strings	–	similar	to	the	well-known	guitar	






forces	 in	 mind	 and/or	 for	 particular	 occasions	 (William	 Southgate,	 Philip	 Norman,	
Patrick	Shepherd,	John	Ritchie).	
	




writing	 for	 the	 guitar.	 It	 was	 also	 important	 for	 the	 guitar	 to	 be	 seen	 alongside	 and	
accepted	as	part	of	the	mainstream	classical	music	scene	in	New	Zealand.	In	achieving	
this,	it	was	my	intention	to	carve	out	a	distinct	and	unique	career	for	myself	as	a	guitar	
performer	 specialising	 in	 the	 music	 of	 New	 Zealand.	 In	 taking	 this	 approach	 I	 was	
influenced	 by	 earlier	 New	 Zealand	 guitarists	 Suzanne	 Court,	 Milton	 Parker	 and	 in	
particular,	 Edrick	 Corban-Banks.	 As	 Corban-Banks	 himself	 stated,	 it	 was	 a	 specific	
approach	that	became	a	defining	factor	in	his	career.	
	
I	 had	 been	 invited	 to	 perform	 New	 Zealand	 works	 at	 a	 Siegfried	 Behrend	
summer	 school	 in	 Europe.	 There	 wasn’t	 much	 in	 the	 repertoire	 and	 so	 the	
commissioning	of	the	Ritchie	piece	[Whimsies]	was	especially	important.		But	
it	was	also	a	conscious	move	to	grow	the	guitar	repertoire,	to	give	the	guitar	a	

















for	 it,	 and/or	 included	 at	 least	 one	 world	 premiere	 performance	 of	 a	 previously	
composed	work.	The	premise	behind	 this	programming	was	 to	 convey	a	 sense	of	 the	
breadth	 and	depth	of	 repertoire	 that	has	been	written	 for	 the	 guitar	by	New	Zealand	
composers	from	1954	to	the	present	day.	The	first	and	third	recitals	were	approximately	






York	Guitar	Seminar	at	Mannes,	an	annual	 international	classical	guitar	 festival.	 In	 the	
following	 sections,	 I	 outline	 reflections	 and	 impressions	 of	 these	 recitals	 from	 my	
perspective.	I	reflect	on	these	recitals	and	how	my	performances	connect	with	the	themes	























































wasn’t	 sure	 it	 was	 possible	 because	 the	 gulf	 between	my	musical	 language,	








































Walls	 painted	 in	 vivid	 saturated	 shades	 –	 orange,	 turquoise,	 magenta,	





based	 on	 sights,	 sounds	 and	 legends	 of	 that	 island.	 Those	 photographs	 in	 a	
coffee	 table	 book	 in	 a	 doctor’s	 waiting	 room	 and	 the	 strong	 multi-sensory	
impressions	they	evoked	made	me	doubly	keen	to	visit	(Marshall,	C.,	2016).	
	




it	was	 identified	 that	 the	harmonic	 textures	which	were	often	quite	dense	and	closely	
voiced,	 and,	 given	 the	 brisk	 tempo	of	 the	piece,	 did	 not	 facilitate	 linear	movement	 as	
effectively	 as	 a	 lighter	 treatment	 of	 the	 harmonic	 passages.	 This	 required	 careful	























Notwithstanding	 its	 technical	 challenges,	Streets	 of	Old	 San	 Juan	 is	 an	 interesting	 and	








I	 gave	 the	 premiere	 performance	 of	 Streets	 of	 Old	 San	 Juan	on	20	March	 2016	 at	 the	
International	 Guitar	 Research	 Centre	 Conference	 at	 the	 Performing	 Arts	 Centre,	
University	of	Surrey,	England.	The	New	Zealand	premiere	performance	on	8	June	2016	in	
my	 DMA	 recital	 in	 Dunedin	was	 followed	 by	 two	 other	 performances	 in	 Timaru	 and	
Christchurch	 on	 9	 and	 10	 June	 respectively	 under	 the	 auspices	 of	 the	 classical	 guitar	
societies	of	each	city.		
	
As	 a	 testament	 to	 the	quality	 of	 his	music	 and	of	Streets	 of	Old	 San	 Juan,	 Christopher	
Marshall	 was	 subsequently	 commissioned	 to	 arrange	 the	 work	 for	 full	 symphony	









and	 rituals	 and	 the	 legend	 of	 El	 Dorado.	 The	Muisca	 people	 flourished	 in	 the	 central	






































and	 to	 seek	 his	 feedback	 in	 the	 preparation	 for	 the	 first	 performance.	 This	 was	
particularly	important	as	it	was	critical	for	me	to	gain	insight	into	the	complexity	of	the	














guitar,	 but	 I	 likely	 underestimated	 the	 amount	 of	 time	 needed	 to	 prepare	 it	 for	
performance,	thus	I	was	not	completely	satisfied	with	my	rendering	of	it	in	my	recital.	













for	 Guitar	 and	 Orchestra	 by	 Christopher	Marshall.	 The	 circumstances	 surrounding	 its	
commission	and	performances	have	been	discussed	in	6.2.7.	This	performance	took	place	










to	 submit	 a	 copy	 of	 the	 score	 to	 Creative	 New	 Zealand	 as	 part	 of	 the	 terms	 of	 the	































but	 in	 a	 great	many	 cases	 the	 unstopped	 bass	 strings	 are	 so	 rich	 in	 natural	
harmonics	that	they	often	sound	more	convincing	in	the	harmony	they	suggest	
than	 a	more	 harmonically	 conventional	 stopped	 note	 that	might	 hinder	 the	
fluency	of	a	phrase	simultaneously	played	above	it	(ibid.).	
	














Of	 all	 the	musical	 techniques	most	 suited	 to	 the	 instrument,	 the	 arpeggio	 is	












guitarist	and	 teacher.	 I	 thus	arranged	an	extended	 in-person	 lesson/consultation	with	



















While	 the	 first	 performance	 was	 overall	 deemed	 a	 success,	 as	 with	 all	 premiere	
performances	 of	 a	 new	 work,	 particularly	 one	 on	 a	 scale	 such	 as	 this,	 a	 number	 of	
additional	 amendments	 were	 made	 to	 the	 score	 and	 the	 guitar	 part	 after	 this	
performance	 to	 improve	 the	 work	 for	 the	 next	 performances	 (which	 took	 place	 in	
Orlando,	Florida	in	April	2017).	This	included	changes	to	some	of	the	chord	voicings	and	













three	movements:	Andante	Rubato,	 Adagio	and	Moderato	 sostenuto	 and	 is	 a	 relatively	
uncomplicated,	 if	 somewhat	 austere	 work	 that	 does	 not	 present	 many	 technical	
challenges	for	either	player.	Interestingly	Suite	is	one	of	only	four	works	for	violin	and	
guitar	written	by	New	Zealand	composers124	and	is	an	approachable	work	that	deserves	
more	 attention	 from	performers.	 It	was	 published	 by	Hatchet	Music	 Ltd	 in	 2018	 and	







A	 Single	 Hurt	 Colour	 was	 commissioned	 by	 me	 in	 2017	 after	 meeting	 with	 Dugal	






































During	 this	 rehearsal	 period	 in	 Wellington,	 McKinnon	 and	 I	 discussed	 methods	 for	
solving	 the	various	 technical	 issues.	Given	 the	 fact	 that	 the	composer	was	going	 to	be	
present	at	the	performance,	it	was	agreed	that	he	would	control	the	computer	aspects	
during	the	recital	so	as	to	reduce	the	possibility	of	error	due	to	my	own	uncertainty	about	
controlling	 the	 various	digital	 requirements	 of	 the	piece	while	 also	 trying	 to	 play	 the	
guitar	in	real	time	on	stage.	
	
The	 resulting	 performance	 was	 credible,	 however	 there	 were	 issues	 that	 arose	 that	
McKinnon	and	I	had	not	considered	during	the	rehearsal	stage.	Given	the	work	required	
the	 performer	 to	 trigger	 the	 computer	 effects	 at	 specific	 moments	 during	 the	 work,	
consideration	had	not	been	given	to	the	possibility	that	the	trigger	points	did	not	occur	
at	 the	 appropriate	 moment	 in	 the	 piece.	 This	 would	 have	 meant	 a	 mismatch	 in	 the	
computer	driven	sound	effects	occurring	at	points	that	then	did	not	match	up	with	the	













New	 Zealand	 composers	 are	 willing	 and	 able	 to	 push	 boundaries	 in	 the	 interests	 of	
creating	a	repertoire	that	is,	as	supported	and	prophesied	by	John	Mills	in	1983.				
	






album	of	his	 solo	 guitar	works	 (Rhapsody	on	a	Riff,	 Ravello	RR7907)	 I	 had	decided	 to	
commission	a	short	work	from	Calvert	specifically	for	this	DMA	recital.	My	request	was	
for	a	work	of	no	more	than	five	minutes	duration	could	be	inserted	into	a	programme	of	



















subtitled	 Introspective	 and	 is	 atmospheric	 in	 nature	 and	 employs	 unusual	 scordatura	
with	the	6th	string	of	the	guitar	tuned	down	to	C-sharp	(as	is	the	case	for	the	set	of	four	
pieces).	 It	 also	 has	 no	 time	 signature,	 bar	 lines	 or	 key	 signature.	 Preparation	 for	 this	
performance	 was	 straightforward	 and	 given	 there	 was	 an	 eighteen-month	 period	
between	when	 the	work	was	 completed	 and	 the	 first	 performance,	 thereby	 allowing	
sufficient	 time	 to	 learn	 it.	This	process	was	helped	by	 the	 fact	 that	 I	was	able	 to	visit	




























This	 is	 the	 only	 work	 written	 by	 a	 New	 Zealand	 composer	 for	 this	 combination	 of	
instruments.	I	was	very	satisfied	with	this	performance	as	it	was	the	sixth	time	Heleen	du	
Plessis	 and	 I	 had	 performed	 it	 together	 and	 therefore	 it	 was	 feeling	 secure	 and	
comfortable.	We	were	fortunate	to	have	had	several	sessions	rehearsing	the	piece	with	
the	composer	prior	to	this	performance	which	enhanced	our	interpretation	of	it.	Heleen	
du	 Plessis	 and	 I	 subsequently	 recorded	 the	 work	 for	 the	 album	 Brighter	 Than	 Blue	






classical	 guitar,	 two	 poetry	 reciters	 and	 the	 sound	 of	 the	 sea	 by	 Philip	 Norman	 was	








15	 poems	 that	 moved	me	 the	most,	 favouring	 those	 whose	meanings	 were	
perceivable	at	a	single	hearing,	and	that	collectively	describe	the	course	of	the	




Its	origins	stemmed	from	2015	when	Sir	 Jon	Trimmer	and	 I	performed	excerpts	 from	
Mario	 Castelnuovo-Tedesco’s	 Platero	 y	 Yo	 for	 guitar	 and	 narrator.	 We	 discussed	 the	























































in	 my	 series	 of	 DMA	 recitals	 written	 by	 a	 non-New	 Zealander,	 the	 Russian	














The	 next	 work	 on	 the	 programme	 was	 the	 world	 premiere	 performance	 of	 Michael	






background	 to	 the	 intermezzi	before	 I	performed	 them.	This	was	a	useful	 thing	 to	do	





As	 a	 set,	 Four	 Intermezzi	 is	 a	 substantial	 work	 with	 a	 duration	 of	 approximately	 15	
minutes	and	given	this	was	the	world	premiere	performance,	I	was	satisfied	with	how	
this	 went.	 Four	 Intermezzi	 was	 published	 by	 Hatchet	 Music	 Ltd,	 edited	 by	 Matthew	
Marshall	in	2017.	
	




This	was	 a	 straightforward	 performance	 of	 the	 original	 version	 of	 the	 piece	with	 the	
music	preceding	the	reciting	of	the	corresponding	poem.	Given	this	was	be	the	first	time	
I	 had	 performed	 the	 poetry	 recitations,	 I	 spent	 several	 sessions	 working	 with	 Philip	
Norman	via	 Skype	 to	 refine	my	 speaking	 style,	 projection	 and	 emphasis.	 The	 original	
version	of	 the	work	also	had	 the	 final	poem	being	 recited	while	 the	guitar	music	was	




Overall,	 I	was	 satisfied	with	 this	performance;	 it	 provided	me	with	 certain	 challenges	
different	from	performing	it	with	two	reciters	as	I	had	done	in	my	third	DMA	recital.	The	
















Melodies	 ‘one’,	 ‘two’	 and	 ‘four’	 are	 based	 on	 material	 from	 the	 composer’s	
incidental	score	to	Death	of	a	Salesman	by	Arthur	Miller.	Melody	‘five’	is	based	
























Czech	guitarist	Vladimir	Mikulka.	He	 later	gained	an	 international	 reputation	with	his	
best-known	guitar	work	Usher	Waltz	 (1984)	which	was	 recorded	by	 John	Williams	 in	
1993.	 Koshkin’s	 early	 musical	 influences	 included	 Prokofiev,	 Shostakovitch	 and	
Stravinsky	as	well	as	rock	music.	
	
I	 approached	 Koshkin	 in	 December	 2016	 to	 determine	 if	 he	 would	 be	 interested	 in	
writing	a	short	piece	for	me	with	a	duration	of	five	to	six	minutes	with	the	intention	being	
to	perform	it	 in	London,	England	at	a	concert	proposed	for	November	2017.	I	was	not	



















Michael	 Calvert	 (Four	 Intermezzi),	 the	 fact	 that	 Nikita	 Koshkin	 had	 decided,	 most	
generously,	to	write	a	work	that	was	outside	the	original	brief	and	completely	different	
to	what	he	was	asked	 to	do,	 created	a	 level	of	 complexity	 for	my	planning	which	was	
particularly	challenging.	Alongside	this	was	the	postponement	of	the	proposed	concert	in	








When	 I	 indicated	 that	 it	 could	 include	 the	world	 premiere	 of	 a	major	work	by	Nikita	
Koshkin,	he	was	delighted	at	the	prospect.	I	then	contacted	New	Jersey-based	flutist	Carol	
Hohauser	to	ask	if	she	would	play	the	work	in	the	concert	with	me,	to	which	she	agreed.		
Preparation	 of	 Suite	 New	 Zealand	 for	 performance	 was	 able	 to	 take	 place	 over	 an	
extended	period	because	of	the	year-long	timeframe	between	receiving	the	work	and	the	












the	 concert.	 It	was	originally	 intended	 to	 involve	Nikita	Koshkin	 in	one	or	 two	of	 the	
rehearsals	via	video	link,	however	the	technology	and	the	different	time	zones	between	
New	Jersey	and	Moscow	did	not	allow	it.	Given	the	short	amount	of	rehearsal	time,	we	




The	 performance	 itself	 was	 successful	 and	 the	 work	 was	 very	 well	 received	 by	 the	
audience,	despite	some	of	the	technical	challenges	and	the	short	amount	of	rehearsal	time	
that	Carol	Hohauser	and	I	had	together.	 I	 felt	extremely	challenged	technically	by	this	
work,	 and	 didn’t	 feel	 I	 gave	 the	 best	 possible	 rendering	 of	 it.	 However,	 given	 the	














































Of	 the	 above	 works,	 the	 Calvert,	 McKinnon,	 Norman	 and	 Koshkin	 works	 were	
commissioned	 specifically	 for	 these	 recitals.	 Christopher	Marshall’s	Streets	 of	 Old	 San	
Juan	and	Anthony	Ritchie’s	Autumn	Moods	were	commissioned	 for	different	occasions	










music	 from	 across	 a	 range	 of	 time	 periods,	 from	 among	 the	 earliest	 through	 to	
contemporary	works	commissioned	especially	for	the	recitals.	The	following	list	gives	the	
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This	 thesis	has	 examined	 the	 evolution	of	 composition	 for	 the	 classical	 guitar	 in	New	
Zealand.	Four	main	themes	run	through	this	exegesis:	
1. The	 future	 of	 the	 classical	 guitar	 relies	 on	 composers	 writing	 for	 it	 and	 on	
guitarists	 performing	 the	 music	 they	 write,	 as	 evidenced	 by	 John	 Turner’s	
assertion	 in	 1983	 (pages	 1-2)	 and	 which	 continued	 with	 the	 work	 of	 other	
guitarists	and	composers	during	the	1980s,	1990s	and	beyond,	including	my	own	
work.	




experiment	 without	 feeling	 obliged	 to	 conform	 to	 established	 Euro-centric	
traditions.		
3. My	own	role	and	contribution	in	the	creation	and	development	of	a	substantial	
repertoire	 of	 new	 guitar	 music,	 which	 has	 helped	 to	 establish	 a	 unique	 and	

















Lilburn	and	David	Farquhar.	From	1972	until	1983,	 a	 further	 seventeen	works	by	 six	
composers	(including	Farquhar)	had	been	added	to	the	repertoire.	While	the	number	is	
still	relatively	small,	 	as	demonstrated	in	Chapter	5	it	was	the	product	of	the	impact	of	












into	 contact	 with	 guitarists	 or	 guitar	 music	 in	 the	 same	 way	 they	 would	 have	 been	
exposed	to	the	music	of	other,	more	mainstream	instruments.	Andrés	Segovia’s	assertion	










work	 of	 Andrés	 Segovia	 and	 Julian	 Bream	 and	 began	 to	 perform	New	 Zealand	 guitar	
music	(albeit	limited	to	the	works	of	Lilburn	and	Farquhar),	and	who	later	began	either	
commissioning	New	Zealand	composers	to	write	music	for	them,	or	being	dedicatees	of	





The	 emergence	 of	 this	 repertoire	 is	 a	 product	 of	 the	 performers	 who	 initiated	 it,	
commissioned	it	and	performed	it.	The	growth	in	technical	skills	of	performers	has	had	a	
direct	influence	on	the	significant	increase	in	the	complexity	and	quality	of	New	Zealand	












a	 distinctive	 New	 Zealand	 music	 was	 more	 contained	 in	 the	 individuality	 of	 the	









mainstream	 European	 musical	 traditions;	 he	 was	 suggesting	 that	 New	 Zealand	
composers	were	writing	guitar	music	largely	in	musical	isolation,	and	perhaps	felt	freer	
to	experiment.	However,	New	Zealand	composers	studied	in	Europe	and	elsewhere	and	
were	 therefore	 influenced	 by	 European	 traditions	 (for	 example,	 Lilburn	 studied	with	
Ralph	 Vaughan-Williams;	 Farquhar	 with	 Benjamin	 Frankel,	 both	 in	 England).	 These	
musical	influences	may	have	transferred	to	their	guitar	music,	but	equally	they	may	not	
have.	As	discussed	 in	Chapter	3,	David	Farquhar	 favoured	a	 technique	 in	much	of	his	
guitar	music	previously	pioneered	by	Brazil’s	Heitor	Villa-Lobos.	Whether	Farquhar	was	
familiar	 with	 Villa-Lobos’s	 guitar	 music	 is	 uncertain,	 particularly	 during	 the	 1950s.	











(such	 as	 Gillian	 Whitehead’s	 Aria	 from	 Outrageous	 Fortune,	 Patrick	 Shepherd’s	
Whakapapa	and	Mike	Hogan’s	Matariki)	have	essentially	appropriated	these	concepts	to	






within	 the	 context	 of	 a	 Euro-centric	musical	 language	 that	 provides	 the	New	Zealand	
reference.	In	Hogan’s	work	Matariki,	it	is	simply	the	use	of	Māori	titles	for	the	work	and	





















Zealand’	 aspects	 to	 it.	My	approach	has	 simply	been	 to	 commission	 composers	whose	
music	has	had	a	positive	impact	on	me.	It	is	by	virtue	of	the	fact	that	I	have	attempted	to	
create	a	significant	body	of	works	written	by	composers	who	are	New	Zealanders	or	are	
resident	 in	 New	 Zealand	 that	 has	 resulted	 in	 a	 unique	 and	 distinctive	 collection	 of	
repertoire	that	is	‘from’	New	Zealand	rather	than	‘of’	New	Zealand.	The	distinctiveness	is	
contained	 in	 the	 composers’	 personal	 musical	 language,	 and	 the	 uniqueness	 of	 the	
repertoire.	
	
The	 third	 theme	 listed	 above	 covers	my	 own	 contribution	 to	 the	New	Zealand	 guitar	









Prior	 to	 1989	 compositions	 for	 guitar	 had	 been	 initiated	 by	 other	 guitarists	 or	 by	
composers	 themselves	 who	 laid	 a	 foundation	 and	 built	 a	 platform	 that	 provided	 the	
inspiration	 for	my	own	trajectory	upon	which	I	built	my	career.	At	sixty-plus	works,	 I	
have	 commissioned	more	 guitar	music	 than	 any	 other	 New	 Zealand	 guitarist,	 and	 in	
























while	also	having	 to	negotiate	with	 the	composer	on	how	to	resolve	 these	challenges.	
With	Dugal	McKinnon’s	work	A	Single	Hurt	Colour	 (Recital	3),	 in	and	of	 itself,	 it	 is	not	
particularly	difficult	from	a	technical	perspective,	the	challenge	lay	in	incorporating	the	
live	 electronics	 into	 the	 performance,	 which,	 as	 explained	 in	 Chapter	 7.3	 presented	
unforeseen	issues	that	required	close	collaboration	with	the	composer	through	the	entire	
performance	 of	 the	work.	 In	Recital	 4,	 I	 performed	Philip	Norman’s	 It’s	 Love,	 Isn’t	 It?	
entirely	solo,	 in	which	I	performed	both	the	music	and	read	the	poetry	which	created	

















































I	 have	 thus	 continued	 a	 tradition	 established	 by	 Andrés	 Segovia,	 cemented	 by	 Julian	























Brown, M. (2015). “The Chantey” and “The Bush Poet”: James Cowan and Vernacular Song 


















































































































































































Since	 2000	 he	 has	 concentrated	 on	 the	 lute,	 performing	 on	 both	 renaissance	 and	 baroque	
instruments.	As	a	composer,	his	works	have	been	performed	worldwide	and	featured	at	such	
festivals	as	De	Ysbreker	(Holland),	Unge	Tonekunstnere	(Denmark),	Musica	Nova	(Brazil)	and	
Festival	 Internacional	 de	 Guitarra	 de	 Morelia	 (México).Calvert	 studied	 at	 the	 University	 of	
Auckland,	 Wellington	 Polytechnic	 and	 Brooklyn	 College	 CUNY.	 His	 teachers	 have	 included	
Milton	Babbitt,	Robert	Starer	and	Gillian	Bibby	(composition),	David	Starobin	and	John	Mills	
(guitar)	and	Robert	Barto,	Paul	O’Dette	and	Nigel	North	(lute).	He	has	also	worked	extensively	























Federation	 of	 Classical	 Guitar	 Societies	 Summer	 Schools	 held	 in	 Palmerston	North	 in	 1985	




Patrick	 Holland	 first	 started	 learning	 guitar	 in	 Christchurch	 in	 1960	 after	 being	 given	 an	




an	enthusiastic	amateur	guitarist	and	 through	 the	activities	of	 the	Hamilton	Classical	Guitar	
Society	was	extremely	supportive	of	young	people	 learning	the	guitar.	He	held	every	official	


















An	 astute	 and	 entrepreneurial	 organiser	 and	 inspiring	 teacher,	 David	 Loomes	 has	 been	 a	
stalwart	of	the	classical	guitar	in	Timaru	and	surrounding	areas	for	over	40	years.	A	self-taught	
guitarist	who	attained	a	level	of	proficiency	and	expertise	that	garnered	the	attention	of	English	







Composer,	 conductor,	 author,	 speaker,	 educator	 and	 publisher	 Philip	 Norman	 has	 been	
entertaining	 New	 Zealand	 audiences	 for	 over	 forty-five	 years.	 His	 output	 of	 over	 250	
compositions	ranges	from	orchestral,	chamber	music	and	opera	through	secular	and	sacred	












Formerly	 Wellington-based,	 Milton	 Parker	 is	 one	 of	 the	 country’s	 most	 influential	 guitar	
teachers	across	both	classical	and	jazz	genres.	He	has	enjoyed	a	highly	successful	career	as	a	
solo	performing	artist	and	in	chamber	music,	touring	New	Zealand	on	multiple	occasions	with	
singer	 Robert	 Oliver,	 and	 as	 a	member	 of	 the	Wellington	 Guitar	 Duo	with	 guitarist	 Edrick	
Corban-Banks.	He	collaborated	closely	with	composers	Douglas	Lilburn	and	David	Farquhar,	
including	editing	Lilburn’s	music	 for	Price	Milburn	 in	 the	early	1970s	and	with	Dr.	Suzanne	
Court	 in	 the	 early	 1990s	 co-editing	 New	 Zealand	 guitar	 music	 for	 the	 publication	 Guitar	
Aotearoa.	Milton	was	also	significantly	 involved	with	the	Wellington	Classical	Guitar	Society	












Christchurch-based	 David	 Smith	 has	 been	 a	 resolute	 advocate	 for	 the	 classical	 guitar	 in	
Christchurch	since	the	1970s.	He	was	for	the	most	part	self-taught	on	the	guitar	and	established	
a	 successful	 teaching	 practice	 in	 the	 city	 that	 continues	 to	 this	 day.	 He	 has	 held	 numerous	
official	positions	in	the	Christchurch	Classical	Guitar	Society	as	well	as	being	vice	president	of	




Wellington-based	 Mike	Wespel-Rose	 came	 to	 prominence	 when	 he	 won	 the	 1977	 NZFCGS	
National	Classical	Guitar	Competition	in	Hamilton.	He	studied	guitar	at	Victoria	University	of	
Wellington	 firstly	 with	 Ronald	 Burt	 and	 then	 with	 Karl	 Herreshoff.	 Following	 Herreshoff’s	
departure	from	the	position,	Wespel-Rose	became	the	guitar	teacher	at	the	university	for	a	year.	
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13(a) Population from which participants are drawn: 
People who have had direct involvement in and/or experience of the New Zealand 
classical guitar scene and the composition of music for the guitar in New Zealand, most 
of whom will be colleagues from the researcher’s professional networks and already 
known to the researcher. 
 
13(b) Inclusion and exclusion criteria: 
Inclusion criteria: 
• Professional New Zealand composers (represented by SOUNZ), who have written 
music for the classical guitar. 
• Professional and amateur classical guitarists who have commissioned works and/or 
collaborated with NZ composers to produce new music for the guitar. 
• Current and former office-holders and members of the various Incorporated Classical 
Guitar Societies in New Zealand. 
• Current and former educators, historians, concert promoters and other musicians who 
have been involved with the classical guitar and its music in New Zealand. 
 
Exclusion criterion: NONE 
  




13(c) Estimated number of participants: 20 (15 in NZ, 5 overseas) 
13(d) Age range of participants: 25-78 
13(e) Method of recruitment:  
 
Participants will initially be recruited from the researcher’s personal and professional 
networks. General advertising for participants from the general public will not be 
required. It is anticipated that approximately 20 participants from a range of 
backgrounds should provide sufficient data to analyse, but it is also hoped that 
participants, through their own networks, would recommend additional participants who 
could contribute further to the research. 
  
13(f) Specify and justify any payment or reward to be offered: NONE 
 
14. Methods and Procedures:  
Participants will be asked to take part in a one-on-one interview with the researcher – 
either face-to-face or via telephone or Skype. Interviews will last approximately an hour, 
and will take place at a venue nominated by the interviewee (with the researcher’s 
agreement). An open-questioning technique will be used, whereby the exact questions 
to be asked will not be formulated in advance but will vary and depend on how the 
interview develops and the nature of each participant’s role and involvement with the 
classical guitar.  
 
In a situation where a participant agrees to participate but is unable to undertake a face-
to-face or Skype/telephone interview, the participant will be invited to submit responses 
in writing within an agreed timeframe. 
The general line of questioning will include questions such as the following: 
 
• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what 
were the key drivers in its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” 
repertoire? 
• Who were the key individuals that encouraged and supported composition for 
guitar in NZ and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 
•  
15. Compliance with The Privacy Act 1993 and the Health Information Privacy Code 1994 
imposes strict requirements concerning the collection, use and disclosure of personal 
information.  The questions below allow the Committee to assess compliance. 




15(a) Are you collecting and storing personal information (e.g.name, contact details, 
designation, position etc) directly from the individual concerned that could identify 
the individual? (Delete the answer that does not apply.) 
YES  
 
15(b) Are you collecting information about individuals from another source?  
NO 
 
15(c) Collecting Personal Information (Delete the answer that does not apply): 
• Will you be collecting personal information (e.g. name, contact details, position, 
company, anything that could identify the individual)? 
 YES 
• Will you inform participants of the purpose for which you are collecting the 
information and the uses you propose to make of it? 
 YES 
• Will you inform participants of who will receive the information? 
 YES 
• Will you inform participants of the consequences, if any, of not supplying the 
information? 
 YES 
• Will you inform participants of their rights of access to and correction of personal 
information? 
 YES 
 Where the answer is YES, make sure the information is included in the Information 
Sheet for Participants. 
 If you are NOT informing them of the points above, please explain why: 
 
15(d) Outline your data storage, security procedures and length of time data will 
be kept  
All collected data will be kept in a locked filing cabinet in the researcher’s office 
and on a password-protected personal computer for a period of five years after 
publication, after which time the data will be deleted/destroyed. 





15(e) Who will have access to personal information, under what conditions, and 
subject to what safeguards? If you are obtaining information from 
another source, include details of how this will be accessed and include 
written permission if appropriate.  Will participants have access to the 




• Participants will have access to raw data that they contributed (audio 
recordings) and that which specifically involves/refers to them and may 
correct, amend or otherwise edit information they have provided after it has 
been transcribed. 
 
15(f) Do you intend to publish any personal information they have provided? 
 YES. Format will be that of a DMA exegesis. 
 If YES, specify in what form you intend to do this: 
Participants will be asked if they agree to being quoted in the exegesis and 
therefore identified by name and broad geographical location (city/region) if 
they offer quotable information relevant to the study. No other personal 
information will be published. 
 
15(g) Do you propose to collect demographic information to describe your sample? For 
example: gender, age, ethnicity, education level, etc. 
NO 
 
15 (h) Have you, or will you, undertake Māori consultation? Choose one of the options 
below, and delete the option that does not apply: 
YES  
Although most of the interviews will occur in New Zealand, some will be undertaken 
overseas with three participants who reside in Australia and two in England. Although 
Maori participation in this project is not envisaged at this stage, this may emerge as the 
project progresses. 
 











17. Disclose and discuss any potential problems or ethical considerations: (For example: 
medical or legal problems, issues with disclosure, conflict of interest, safety of the researcher, 
etc.  Note: if the student researcher will be travelling overseas to undertake the research, refer 
to item 12 of the Filling Out Your Human Ethics Application document.  Please note that 
approval from the Human Ethics Committee does not override the University of Otago’s Field 
Policy and Travel Policy, which must be complied with.) 
 
None envisaged at this stage. 
 
 
18. *Applicant's Signature:   .............................................................................   
 Name (please print): Assoc. Prof. Anthony Ritchie 
 Date:  ................................ 
 *The signatory should be the staff member detailed at Question 1. 
 
 
19. Departmental approval:  I have read this application and believe it to be valid research and 
ethically sound.  I approve the research design.  The Research proposed in this application is 
compatible with the University of Otago policies and I give my consent for the application to 
be forwarded to the University of Otago Human Ethics Committee with my recommendation 
that it be approved. 
Signature of **Head of Department: .......................................................................... 
 Name of HOD (please print): ………………………………………………………. 
  Date: ..................................................... 
**Where the Head of Department is also the Applicant, then an appropriate senior staff member 












Reference Number: 16/144 
 17 November 2016 
 
CLASSICAL GUITAR COMPOSITION IN NEW ZEALAND: THE 
COMPOSER/PERFORMER COLLABORATIVE PROCESS AND THE MAKING 
OF A TRADITION. 
INFORMATION SHEET FOR PARTICIPANTS 
 
Thank you for showing an interest in this project.  Please read this information sheet carefully 
before deciding whether or not to participate.  If you decide to participate we thank you.  If you 
decide not to take part there will be no disadvantage to you and we thank you for considering 
our request.   
 
What is the Aim of the Project? 
The project will explore the role guitar performers have played in collaborating with New 
Zealand composers and seek to determine whether there has been a deliberate attempt to 
manufacture a repertoire motivated by the desire of performers to emulate the actions and the 
traditions established by leading international players in the creation of a repertoire of 
significant works suitable for concert performance by New Zealand composers. 
It will also attempt to demonstrate the ways in which New Zealand classical guitar music has 
changed over the past 60 years as a result of greater involvement of performers in the creative 
process. 
This project is being undertaken as part of the requirements for Matthew Marshall’s Doctor of 
Musical Arts programme. 
 
What Type of Participants are being sought? 
Approximately 20 participants are being sought comprising those who have had direct 
involvement in and/or experience of the New Zealand classical guitar scene and the 
composition of music for the guitar in New Zealand. These may include: 
• Professional New Zealand composers (represented by SOUNZ), who have written music for 
the classical guitar. 
• Professional and amateur classical guitarists who have commissioned works and/or 
collaborated with NZ composers to produce new music for the guitar. 
• Current and former office-holders and members of the various Incorporated Classical Guitar 
Societies in New Zealand. 
• Current and former educators, historians, concert promoters and others who have been 
involved with the classical guitar and its music in New Zealand. 
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What will Participants be asked to do? 
Should you agree to take part in this project, you will be asked to take part in a one-on-one 
interview with the researcher – either face-to-face or via telephone or Skype. Interviews will 
last approximately an hour, and will take place at a venue nominated by the interviewee (with 
the researcher’s agreement). An open-questioning technique will be used, whereby the exact 
questions to be asked will not be formulated in advance but will vary and depend on how the 
interview develops and the nature of each participant’s role and involvement with the classical 
guitar and its music in New Zealand.  
 
In a situation where a participant agrees to participate but is unable to undertake a face-to-face 
or Skype/telephone interview, the participant will be invited to submit responses in writing 
within an agreed timeframe. 
The general line of questioning will include questions such as the following: 
• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what were the 
key drivers for its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” repertoire? 
• Who were the key individuals that encouraged and supported composition for guitar in NZ 
and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 
Please be aware that you may decide at any time not to take part in the project without any 
disadvantage to yourself of any kind. 
 
What Data or Information will be Collected and What Use will be Made of it? 
Subject to participants’ agreement, interviews will be audio recorded for the purposes of 
gathering raw data. Interviews will be transcribed and information used to contribute to the 
aims of the project. During the interview, the researcher will also take written notes of key 
points of the discussion. 
 
Subject to participants’ permission, personal information from participants will consist only of 
names and their geographical location(s) as relevant to the research. Permission will be sought 
from participants regarding their willingness to be identified in the completed research in regard 
to information they provide by way of quotations or other appropriately referenced data relevant 
to the research. No other personal information will be published. 
 
Participants will have access to raw data and will be able to correct, amend, edit or otherwise 
withdraw information they have provided. 
 
The only people who will have access to the raw data from each participant will be the 
researcher and the supervisor. 
 
The data collected will be securely stored in such a way that only those mentioned below will 
be able to gain access to it. Data obtained as a result of the research will be retained for at least 
5 years in secure storage. Any personal information held on the participants such as audio 
recordings and personal information may be destroyed at the completion of the research even 
though the data derived from the research will, in most cases, be kept for much longer or 
possibly indefinitely. 






While no participant will be identified without their consent, due to the nature of the research 
whereby the number of participants is small and that other participants in the study could 
inadvertently identify participants, it may not be possible for anonymity to be preserved in the 
completed research. However, if you request anonymity, all efforts will be made to respect this, 
but an absolute guarantee may not be possible. 
 
On the Consent Form you will be given options regarding your anonymity. Please be aware 
that should you wish we will make every attempt to preserve your anonymity. However, with 
your consent, there are some cases where it would be preferable to attribute contributions made 





 This project will involve an open-questioning technique. The general line of questioning 
includes: 
• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what 
were the key drivers in its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” 
repertoire? 
• Who were the key individuals that encouraged and supported composition for 
guitar in NZ and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 
The precise nature of the specific questions which will be asked have not been determined in 
advance, but will depend on the way in which the interview develops. Consequently, although 
the University of Otago Human Ethics Committee is aware of the general areas to be explored 
in the interview, the Committee has not been able to review the precise questions to be used. 
 
In the event that the line of questioning does develop in such a way that you feel hesitant or 
uncomfortable you are reminded of your right to decline to answer any particular question(s) 
and also that you may withdraw from the project at any stage without any disadvantage to 
yourself of any kind. 
 
Participants will be given the opportunity to view the data and information that relates to them 
once the raw data (audio recordings) has been transcribed. 
 
Can Participants Change their Mind and Withdraw from the Project? 
 
You may withdraw from participation in the project at any time and without any disadvantage 
to yourself of any kind. 
  




What if Participants have any Questions? 
If you have any questions about our project, either now or in the future, please feel free to 
contact either:- 
Matthew Marshall or  Assoc Prof Anthony Ritchie 
Department of Music, Theatre & Performing Arts  Department of Music, Theatre & Performing Arts 
Telephone: +61-428-249-259   Telephone: +64-3-479-8881 
Email: marma849@student.otago.ac.nz                    Email: anthony.ritchie@otago.ac.nz     
 
 
This study has been approved by the University of Otago Human Ethics Committee. If you 
have any concerns about the ethical conduct of the research you may contact the Committee 
through the Human Ethics Committee Administrator (ph +643 479 8256 or email 
gary.witte@otago.ac.nz). Any issues you raise will be treated in confidence and investigated 
and you will be informed of the outcome. 
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CLASSICAL GUITAR COMPOSITION IN NEW ZEALAND: THE 
COMPOSER/PERFORMER COLLABORATIVE PROCESS AND THE MAKING 
OF A TRADITION. 
CONSENT FORM FOR PARTICIPANTS 
 
I have read the Information Sheet concerning this project and understand what it is about.  All 
my questions have been answered to my satisfaction.  I understand that I am free to request 
further information at any stage. 
I know that:- 
1. My participation in the project is entirely voluntary; 
 
2. I am free to withdraw from the project at any time without any disadvantage; 
 
3. Personal identifying information in written notes and audio recordings may be destroyed 
at the conclusion of the project but any raw data on which the results of the project depend 
will be retained in secure storage for at least five years; 
 
4.  This project involves an open-questioning technique. The general line of questioning 
includes: 
• What is/was your involvement with the classical guitar in New Zealand? 
• What are your perceptions of how guitar composition in NZ evolved and what 
were the key drivers in its development? 
• Do you think performers have deliberately sought to create a distinctly “NZ” 
repertoire? 
• Who were the key individuals that encouraged and supported composition for 
guitar in NZ and what roles did they play? 
• What are the main challenges in successfully writing music for the guitar? 
The precise nature of the questions which will be asked have not been determined in 
advance, but will depend on the way in which the interview develops and that in the event 
that the line of questioning develops in such a way that I feel hesitant or uncomfortable I 
may decline to answer any particular question(s) and/or may withdraw from the project 
without any disadvantage of any kind. 
 
5. The results of the project may be published and will be available in the University of Otago 
Library (Dunedin, New Zealand)   







6. I, as the participant: a) agree to being named in the research,   OR;  
 








I agree to take part in this project. 
 
 
.............................................................................   ............................... 








Name of person taking consent 
 
 
This study has been approved by the University of Otago Human Ethics Committee. If you 
have any concerns about the ethical conduct of the research you may contact the Committee 
through the Human Ethics Committee Administrator (ph +643 479 8256 or email 
gary.witte@otago.ac.nz). Any issues you raise will be treated in confidence and investigated 













































Solo	guitar	 2’	 	 Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	Composed	1951,	revised	1965.	Recorded	in	1993	by	Matthew	
Marshall	and	released	on	the	album	Fragments	(Rattle	RAT097)	in	2020.	
Mary,	Pretty	Mary	 1958	 Guitar	&	voice	 5’	 Pacific	Films	 Composed	for	Pacific	Films	as	the	soundtrack	to	a	road	safety	film.	
A	Little	March	for	Guitar	 1965	 Solo	guitar	 2’	 Ronald	Burt	 Composed	for	Ronald	Burt	as	a	Christmas	gift	in	1965.		
Suite	for	Guitar	 1966	 Solo	guitar	 14’	 Ronald	Burt	 5	movements.	Originally	titled	Preludes	1-4	&	Rondino.	Published	as	Ostinato,	Capriccio,	and	Epilogue	by	Bèrben	Editions	in	1974,	edited	by	Angelo	
Gilardino.	Published	in	full	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	First	recorded	by	John	Mills	on	Kiwi	Pacific	Records	in	1994	
(SLD-88).	Also	recorded	by	Gunter	Herbig	in	2009	on	the	album	Prospero	Dreaming	NAXOS	8572185.	
Five	Scenes	 1971	 Solo	guitar	 11’	 Ronald	Burt	 5	movements.	Published	by	Bèrben	Editions,	1973,	edited	by	Angelo	Gilardino.	







Duet	 1972	 Sitar	&	guitar	 4’	 	 First	performed	by	David	Farquhar	(sitar)	and	Ronald	Burt	(guitar),	Sonic	Circus,	Victoria	University,	Wellington,	9	March	1974.	
Ach	Ya	Chabibi	 1973	 Violin	&	guitar	 3’	 Gavin	Saunders	&	Ronald	
Burt	
	
For	Harry	 1977	 Viola,	guitar	&	double	bass	 3’	 Harry	Botham	 Premiered	by	Gavin	Saunders,	Ronald	Burt	&	Dale	Gold.	First	performed	at	Harry	Botham’s	residence,	Wellington,	23	August	1977.	
Four	Socratic	Dialogues	 1978	 Two	guitars	 9’	 Ronald	Burt	 4	movements.	Originally	titled	Four	Platonic	Dialogues.	For	two	guitars	with	one	easy	part.	Premiered	by	Milton	Parker	&	Edrick	Corban-Banks,	
Symphony	House,	Wellington,	31	March	1980.	
Exchanges	 1979	 Four	guitars	 8’	 Omega	Quartet	 Premiered	by	the	Omega	Quartet,	Concert	Chamber,	Wellington	Town	Hall,	31	January	1979.	Subsequently	performed	in	Wigmore	Hall,	London,	9	
November	1980.	






1992	 Guitar	&	orchestra	 18’	 Matthew	Marshall	 3	movements.	New	Zealand’s	first	guitar	concerto.	Premiered	by	Matthew	Marshall	&	Wellington	Regional	Orchestra,	5	June	1993.	





Three	for	Two	 1995	 Clarinet	&	guitar	 10’	 Matthew	Marshall	&	
Richard	Foreman	
3	movements	
Blues	and	Pinks	 1995	 Tenor	&	guitar	 13’	 Malcolm	McNeill	&	Tony	
Donaldson	
5	songs	









Lento	 1962	 Solo	guitar	 3’	 Antonio	Losada	 Probably	written	for	Spanish	guitarist	Antonio	Losada.	Score	is	signed	off	Feliz	Pascuas	(Happy	Easter).	
Seventeen	Pieces	 1962,		
69-70	






Prelude	&	Tango	 1976	 Solo	guitar	 5’	 	 2	movements.	Winner	of	the	Hamilton	Classical	Guitar	Society’s	Composition	Competition	1976.	Premiered	by	Milton	Parker,	Hamilton,	18	September	
1976.	Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	




The	Art	of	the	Guitar	 2015	 Solo	guitar	 	 John	Couch	 Four	movements	





Solo	guitar	 10’	 	 3	movements.	Premiered	by	Rose	Andresier,	Purcell	Room,	London,	2	February	1988.	2	movements	published	as	“Gallic	Serenade”	in	Guitar	
International	magazine,	November	1988.	





Violin	&	guitar	 6’	 Miles	&	Margaret	Jackson	 3	movements.	Published	by	Hatchet	Music	Ltd	2018,	edited	by	Matthew	Marshall	&	Tessa	Petersen.	Recorded	in	2017	by	Tessa	Petersen	and	Matthew	
Marshall	and	released	on	the	album	Brighter	Than	Blue	(Rattle,	RAT	D108)	in	2020.	
Sonatine	 1981	 Solo	guitar	 11’	 Edrick	Corban-Banks	 3	movements.	Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	Recorded	for	Radio	New	Zealand	by	John	Mills	24	September	1988.	





























1980	 Oboe,	violin,	cello,	guitar	 10’	 	 Premiered	by	The	Baroque	Band:	Rodney	North,	Nigel	Keay,	Bridget	Robson,	Michael	Calvert,	National	Museum	Wellington.	4	February	1980.	
Three	Songs	for	the	Lady	Pan	 1980	 High	voice	&	guitar	 4-5’	 Helen	Moulder	 Premiered	by	Helen	Moulder	and	Michael	Calvert,	Wellington	Polytechnic,	4	April	1981.	
Sonata	 1983	 Flute	&	guitar	 10’	 Thomas	Pinschoff	
&	Jochen	Schubert	
Premiered	by	Thomas	Pinschoff	&	Jochen	Schubert,	Ballarat,	Australia,	1983.	
Prelude,	Dirge	and	Allegro	 1984	 Two	guitars	 5’	 	 Premiered	by	Mike	Wespel-Rose	and	Michael	Calvert,	Old	St.	Paul’s	Cathedral,	Wellington,	19	August	1984.	
Refrain	 1985	 Four	guitars	 Indeterminate	 	 Premiered	by	Mike	Wespel-Rose,	Virginia	Farnsworth,	Michael	Franklin,	Michael	Calvert,	Ferguson	Hall,	Palmerston	North,	January	1985.	
Sonatina	 1986	 Solo	guitar	 12-15’	 	 Premiered	by	Michael	Calvert,	Circa	Theatre	Wellington,	15	September	1986.	
A	Small	Gift	 1987	 Two	guitars	 2-3’	 Mike	Wespel-Rose	 	
Suma	 1989	 Solo	guitar	 6’	 David	Starobin	 Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	Premiered	by	David	Starobin,	White	Recital	Hall,	University	of	Missouri,	Kansas	City,	
USA.	30	March	1991.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	RR7907).	
Eight	Studies	 1992	 Solo	guitar	 12’	 	 Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	
Marshall.	
Ballade	 1993	 Two	guitars	 10’	 William	Anderson	
&	Oren	Fader	
Premiered	by	William	Anderson	&	Oren	Fader,	State	University	of	New	York,	Purchase,	USA.	1994.		





Lascivious	Pleasing	 1995	 Solo	guitar	 7’	 	 Subtitled	Rhapsody	No.	2.	Premiered	by	Michael	Calvert	at	the	Pen	&	Brush	Club,	New	York.	9	June	1996.	Recorded	in	2015	by	Matthew	Marshall	on	the	
album	Rhapsody	on	a	Riff	(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	Marshall.	
Atem	der	Statuen	 1996	 Two	guitars	&	strings	 12’	 William	Anderson	
&	Oren	Fader	
Premiered	by	William	Anderson	&	Oren	Fader	with	the	Michoacan	Symphony	Orchestra,	Teatro	Juarez,	Morelia,	México.	29	March	1996.	
Gaston	Amoureux	 2008	 Solo	guitar	 6’	 George	Stoney	 Premiered	by	Michael	Calvert,	Henry	Street	Settlement.	New	York,	2012.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	
RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	Marshall.	
Fantasia	in	August	 2011	 Solo	guitar	 7’	 Matthew	Marshall	 Winner	of	2011	NZ	Classical	Guitar	Composition	Competition.	Premiered	by	Matthew	Marshall,	Massey	University	Theatrette,	Wellington	17	November	
2011.	Recorded	in	2015	by	Matthew	Marshall	on	the	album	Rhapsody	on	a	Riff	(Ravello	RR7907).	Published	by	Hatchet	Music	Ltd	2021,	edited	by	Matthew	
Marshall.	






















Maupuia	 1982	 Solo	guitar	 4’	 	 	
Maupuia	No.2	 1982	 Solo	guitar	 4’	 	 	
Moon	Riviera	 1982	 Solo	guitar	 4’	 	 	
Ispahan	 1982	 Solo	guitar	 4’	 	 	
Take	Some	Time	 1983	 Solo	guitar	 3’	 	 	
Young	at	Heart	 1983	 Solo	guitar	 3’	 	 	
John	Ritchie	
(1921-2014)	








































Piece	for	Flute	&	Guitar	 1986	 Flute	&	guitar	 	 John	Mills	&		
Uwe	Grodd	
Commissioned	by	the	Music	Federation	of	New	Zealand.	Premiered	by	Uwe	Grodd	&	John	Mills,	The	Gallery,	Akaroa,	22	March	1987.		
Stalactite	 1994	 Two	guitars	 	 Matthew	Marshall	&	
Tony	Donaldson	
	
Stalagmite	Music	 1995	 Solo	guitar	 	 	 	















Two	guitars	 13’	 John	Feeley	 	
Solemnus	 2002	 Guitar	&	piano	 	 John	Feeley	 Revised	for	guitar	&	orchestra	2002.	
Five	Portraits	 2002	 Two	guitars	 	 John	Feeley	 	
Michael	McCleary	 Fantasy	 1987	 Solo	guitar	 	 	 Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Suzanne	Court.	
Glow	worm	 1990	 Solo	guitar	 4’	 	 Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	
Anthony	Ritchie	
(1960-	)	
Rhapsody	Op.	32	 1988	 Solo	guitar	 6’	 Suzanne	Court	 2	movements.	Published	by	Wai-te-ata	Music	Press	1991,	edited	by	Sue	Court.	








Five	Dunedin	Songs	Op.	76	 1996	 Tenor	&	guitar	 16’	 Tony	Donaldson	&	
Robert	Oliver	
5	songs.			
Guitar	Concerto	Op.	79	 1997	 Guitar	&	orchestra	 30	
‘’	
Matthew	Marshall	 3	movements.	Premiered	by	Matthew	Marshall	&	Auckland	Philharmonia	conducted	by	Edvard	Tchivzel,	Auckland	Town	Hall,	17	June	1998.	











Sultry	Op.	139b	 2009	 Solo	guitar	 5’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	Massey	Theatrette,	Wellington,	17	November	2011.	Published	by	Hatchet	Music	Ltd	2017,	edited	by	Matthew	Marshall.	
Published	by	Hatchet	Music	Ltd,	2017,	edited	by	Matthew	Marshall.	





Serbian	Folk	Dances	 2020	 Solo	or	two	guitars	 4’	 Matthew	Marshall	 Two	versions	of	this	work	were	written;	one	for	solo	guitar	and	the	other	for	two	guitars.	
Jack	Body	
(1944-2015)	
African	Strings	 1990	 Two	prepared	guitars	 12’	 Peter	Yates	&	
Matthew	Elgart	
2	movements.	Transcriptions	of	music	for	Kora	and	Valiha.	






Toccata	 1991	 Solo	guitar	 8’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	QUT	Brisbane.	23	October	1991.	
John	Psathas		
(1966-	)	
Caprice	 1991	 Solo	guitar	 8’	 Matthew	Marshall	 Premiered	by	Matthew	Marshall,	QUT	Brisbane.	23	October	1991.	
Muisca	 2011,		
r.2016	




Impressions	at	Owhiro	Bay	 1991	 Solo	guitar	 6’	 Suzanne	Court	 2	movements.	Published	by	Pro	Arte	Publications	1991,	edited	by	Suzanne	Court	&	Milton	Parker.	
Stephan	Schulz		
(1965-	)	
Gooey	Tar	 1991	 Solo	guitar	 4’	 Matthew	Marshall	 Originally	titled	Dreaming	Too	&	premiered	with	that	title	by	Matthew	Marshall,	Queensland	University	of	Technology	Australia.	23	October	1991.	
Ivan	Zagni	
(1942-	)	










































Whanganui	a	Tara	 1994	 Flute,	guitar,	cello	 13’	 Kazuhito	Yamashita	
Keiko	Fujiie		
3	movements.	Premiered	by	Kazuhito	Yamashita	in	Kyoto,	Japan,	April	1995.	
A	Wish	 1995	 Solo	guitar	 10’	 Kazuhito	Yamashita	 2	movements.	Premiered	by	Kazuhito	Yamashita	in	Kirishima,	Japan,	February	1996.	
Towards	Autumn:	Twelve	
Preludes	








Trio	 2001	 Guitar,	bass,	celeste	 12’	 Kazuhito	Yamashita	 6	movements.	Premiered	by	Kazuhito	Yamashita	in	Tokyo,	Japan,	April	2001.	
Reverie	 2009	 Solo	guitar	 4’	 Kazuhito	Yamashita	 Premiered	by	Nathan	Fischer.	
Lachlan	Moods	 2009	 Solo	guitar	 6’	 Kazuhito	Yamashita	 3	movements.	Premiered	by	Grant	Sambells,	Forbes	NSW,	Australia,	September	2011.	




Little	Suite	 2017	 Solo	guitar	 5’	 Nathan	Fischer	 	
David	Hamilton	
(1955-	)	





No	Other	Heaven	 1997	 Tenor	&	guitar	 19’	 Tony	Donaldson	 5	songs	
Pioneer	Spirit	 1999	 Solo	guitar	 10’	 Bruce	Paine	 5	movements	
Character	Sketches	 2005	 Tenor	&	guitar	 	 	 	
The	Wings	of	Desire	 2008	 Soprano	&	guitar	 15’	 Sarah	&	Suzanne	Court	 5	songs	
You	Are	 2009	 Mezzo	&	guitar	 4’	 Sarah	&	Suzanne	Court	 	






Solo	guitar	 13’	 Gunter	Herbig	 4	movements.	
	

























Four	Leunig	Pieces	 2002	 Solo	guitar	 12’	 David	Malone	 4	movements	
















Guitar	Suite	Op.19	 1998	 Solo	guitar	 15’	 Jose	Rodriguez	 7	movements	
	



































First	Ice	(Lachrymae)	 2002	 Solo	guitar	 10’	 	 2	movements.	Premiered	by	Dylan	Llardelli,	Wellington	10	April	2003.	



























Finchdean	 2007	 Solo	guitar	 6’	 	 Premiered	by	Bruce	Paine,	Auckland,	8	June	2008.	
New	Zealand	Suite	 2007	 Solo	guitar	 11’	 	 3	movements.	Premiered	by	Bruce	Paine,	Auckland,	20	May	2008.	
Sea	Suite	 2008	 Solo	guitar	 13’	 	 4	movements.	Premiered	by	Bruce	Paine,	Auckland,	20	May	2008.	
The	Sea	King’s	Daughter	 2008	 Solo	guitar	 	 	 7	movements.	Premiered	by	Bruce	Paine,	Auckland,	10	March	2008.	














Spring	and	Fall	 2004	 Voice	&	guitar	 3’	 	 	
Reflection	 2009	 Solo	guitar	 5’	 Emma	Markham	 	


































r.2018	 Flute	&	Guitar	 5’	 	 	
Chris	Gendall		
	
























Solo	guitar	 6’	 Matthew	Marshall	 Third	prizewinner	in	the	2011	NZ	Classical	Guitar	Composition	Competition.	Premiered	by	Matthew	Marshall,	Wellington17	November	2011.	A	third	
movement	was	added	in	2012	and	the	work	retitled	Three	Dances	of	South	America.	
Sonata	 2013	 Solo	guitar	 16’	 John	Couch	 Four	movements.	Premiered	by	John	Couch,	New	Plymouth,	15	January	2014.	
Mazurka	 2014	 Solo	guitar	 5’	 	 	
Brad	Jenkins	 Yo	kai	 2014	 Solo	guitar	 6’	 Jamie	Garrick	 Winner	of	the	inaugural	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	Premiered	by	Jamie	Garrick,	Adam	
Concert	Room	Wellington.	27	September	2014.	
Michael	Riddell	 The	Ill-made	Knight	 2015	 Solo	guitar	 6’	 	 Winner	of	the	2015	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	







Edward	Ware	 Prelude	&	Fugue	 2017	 Two	guitars	 5’	 Matthew	Marshall	 	
Glen	Downie	 Gorzanis	frammenti	 2017	 Solo	guitar	 6’	 Jake	Church	 Winner	of	the	2017	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	Premiered	by	Jake	Church	




2018	 Tenor	recorder	&	guitar	 6’	 	 Winner	of	the	2018	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	
Studio	per	armoniche	 2019	 Solo	guitar	 5’	 Dylan	Lardelli	 Winner	of	the	2019	Matthew	Marshall	Prize	for	Classical	Guitar	Composition,	Victoria	University	of	Wellington.	
Liam	Furey	 Every	Leaf	Speaks	Bliss	to	Me	 2019	 Flute,	viola,	vibraphone,	
piano,	guitar	
5’	 	 Winner	of	the	2019	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	
Three	Dialogues	 2020	 Trumpet	and	guitar	 5’	 Lucinda	Ng	 Winner	of	the	2020	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	
Conversations	 2021	 Trumpet	&	guitar	 6’	 Lucinda	Ng	 Winner	of	the	2021	Matthew	Marshall	Prize	for	Classical	Guitar	Chamber	Music	Composition,	Victoria	University	of	Wellington.	

















Date	 Composer	 Work	 Instrumentation	
1991	 John	Psathas	 Caprice	 Solo	guitar	
1991	 Stephan	Schulz	 Dreaming	Too	 Solo	guitar	
1991	 Louise	Matthews	 Toccata	 Solo	guitar	
1992	 David	Farquhar	 Concerto	for	Guitar	and	Small	Orchestra	 Guitar	&	orchestra	
1992	 Anthony	Ritchie	 Pas	de	Deux	Op.	51a	 Two	guitars	
1993	 David	Farquhar	 Anniversary	Duos	 Two	guitars	
1993	 Paul	Turner	(AU/NZ)	 Guitar	Concerto*	 Guitar	&	orchestra	
1993	 Sir	William	Southgate	 Hamlet	Suite	 Guitar	&	orchestra	
1993	 Dorothy	Buchanan	 Echoes	&	Reflections*	 Guitar,	violin,	clarinet,	cello	
1993	 Ross	Harris	 Music	for	two	guitars	 Two	guitars	
1994	 David	Hamilton	 Introduction,	Rondo	&	Finale	 Two	guitars	
1994	 Chris	Cree	Brown	 Stalactite*	 Two	guitars	
1995	 David	Farquhar	 Three	for	Two	 Clarinet	&	guitar	
1996	 Maria	Grenfell	 Passage	of	Light	 Flute	&	guitar	
1997	 Anthony	Ritchie	 Guitar	Concerto	Op.	79	 Guitar	&	orchestra	
2001	 Philip	Norman	 Inception	to	Infinity	 Guitar	&	strings	
2002	 Patrick	Shepherd	 Whakapapa:	Concerto	for	flute	&	guitar	 Flute,	guitar	&	strings	
2003	 Michael	Hogan	 Lucid	 Solo	guitar	
2004	 Michael	Hogan	 Two	Studies	 Solo	guitar	
2005	 Anthony	Ritchie	 Three	Pieces	Op.	76c	 Viola	&	guitar	
2005	 Richard	Charlton	(AU)	 Sonata	 Flute	&	guitar	
2005	 Michael	Hogan	 Matariki	 Solo	guitar	
2005	 Peter	Leask	 Homage	to	Rodrigo	 Solo	guitar	
2007	 Michael	Hogan	 Tassariki	 Solo	guitar	
2009	 Anthony	Ritchie	 Sultry	Op.	139b	 Solo	guitar	
2009	 Christopher	Best	(UK)	 Echoes	of	a	Lost	Music	Op.	53	 Electric	guitar	&	electronics	
2012	 Christopher	Best	(UK)	 Emergence	Op.	58	 Electric	guitar	&	electronics	
2014	 Christopher	Marshall	 Streets	of	Old	San	Juan	 Solo	guitar	
2016	 Christopher	Marshall	 Soul	Journeys:	A	Concerto	for	Guitar	 Guitar	&	orchestra	
2016	 Michael	Calvert	 Four	Intermezzi	 Solo	guitar	
2017	 Edward	Ware	 Prelude	and	Fugue*	 Two	guitars	
2017	 Dugal	McKinnon	 A	Single	Hurt	Colour	 Solo	guitar	&	electronics	
2017	 Anthony	Ritchie	 Autumn	Moods	Op.	196	 Cello	&	guitar	
2017	 Philip	Norman	 It’s	Love	Isn’t	It?	 Guitar,	two	reciters	&	effects	
2017	 Nikita	Koshkin	(RU)	 Suite	New	Zealand	 Flute	&	guitar	
2019	 Bill	Cunliffe	(US)	 Concerto	for	jazz	&	classical	guitars	 Two	guitars	&	jazz	ensemble		
2019	 Norman	Meehan	 Ballad	 Jazz	guitar	&	classical	guitar	
2019	 Louise	Matthews	 Spirit	Image*	 Tenor,	guitar,	piano,	bass	
2020	 Anthony	Ritchie	 Serbian	Folk	Dances*	 Two	guitars	
2020	 Louise	Matthews	 Whirlwind*	 Solo	guitar	
2020	 Louise	Matthews	 Four	Songs*	 Tenor	&	guitar	
2020	 Norman	Meehan	 Six	Pieces*	 Guitar,	piano,	bass	








Composed	 Composer	 Work	 Instrumentation	 Commissioner	 Premiered		
1981	 Philip	Norman	 Tense	Melodies	 Flute	&	guitar	 N/A	 1995	





1991	 Kenneth	Young	 Three	Sad	Waltzes	 Solo	guitar	 Suzanne	Court	 1994	
2009	 David	Farquhar	 Prospero	Dreaming	 Solo	guitar	 N/A	 2009	
2011	 Michael	Calvert	 Fantasia	in	August	 Solo	guitar	 N/A	 2011	
2011	 Mike	Nock	 Cytokinesis	 Solo	guitar	 N/A	 2011	
2011	 Campbell	Ross	 Two	Dances	 Solo	guitar	 N/A	 2011	
2011	 John	Psathas	 Muisca	 Solo	guitar	 Jane	Curry	 2016	
	
Table	 3.	 Finalists	 in	 the	 2011	 New	 Zealand	 Classical	 Guitar	 Composition	 Competition,	
sponsored	by	Matthew	Marshall.	
	
Composer	 Work	 Instrumentation	 	
Michael	Calvert	 Fantasia	in	August	 Solo	guitar	 1st	prize	
Mike	Nock	 Cytokinesis	 Solo	guitar	 2nd	prize	
Campbell	Ross	 Two	Dances	 Solo	guitar	 3rd	prize	
Other	finalists	(alphabetically)	
















Date	 Composer	 Work	 Instrumentation	
2014	 Brad	Jenkins	 Yo	kai	 Solo	guitar	
2015	 Michael	Riddell	 The	Ill-made	Knight	 Solo	guitar	
2016	 Louisa	Nicklin	 Locus	 Solo	guitar	
2017	 Glen	Downie	 Gorzanis	frammenti	 Solo	guitar	
2018	 Jose	Jugo	 Pulses	 Solo	guitar	
2018	 Joe	Gorman	 Le	corde	e	il	vento	soffia	 Recorder	&	guitar	
2019	 Joe	Gorman	 Studio	per	armoniche	 Solo	guitar	
2019	 Liam	Furey	 Every	Leaf	Speaks	Bliss	to	Me	 Flute,	 viola,	 vibraphone,	
guitar,	piano	
2020	 Liam	Furey	 Three	Dialogues	 Trumpet	&	guitar	
2021	 Jacob	Barrett	 Rattlesnake	 Solo	guitar	













Outrageous	Fortune	(1998)	 	 -	 Gillian	Whitehead	(1941-)	










































































































































Suite	New	Zealand	(2017)			 	 -		 Nikita	Koshkin	(1956-)	
For	flute	and	guitar	
World	premiere	
With	Carol	Hohauser	–	flute	
Arrival	
On	the	Run	
Song	
Busy	Day	
Evening	
Homecoming	
